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Charles Bukowski continues to be an enigmatic American writer. His rough, hard-boiled 
public persona and his no-nonsense approach to poetry has earned him the reputation as a 
limited writer with a stylistically restricted palette. Nevertheless, Bukowski is a superb 
storyteller who champions the everyday experiences of the working class in American 
society. Closer inspection of his work reveals an introverted, often psychologically 
beleaguered man, a sharp observer and a champion of the underdog. Bukowski remained 
little known in literary circles until his final success towards the end of his seventy-three 
years of life, which critics such as Russell Howard propose is due to Bukowski ?Ɛ writing about 
the American working class and criticising of the work ethic, which in an aspirational 
capitalist society, amounts to nothing more than treason. 
 
dŚĞƌĞũĞĐƚŝŽŶĂŶĚŝŐŶŽƌŝŶŐŽĨƵŬŽǁƐŬŝŝƐĂƌĞƐƵůƚŽĨŵĂŶǇŵĞƌŝĐĂŶƐ ?ƌĞůƵĐƚĂŶĐĞƚŽ
ĂĐŬŶŽǁůĞĚŐĞƚŚĞĨĂĐƚƚŚĂƚŽƵƌƐŝƐĂĐůĂƐƐƐŽĐŝĞƚǇ ?ƐŽŵĞƚŚŝŶŐƵŬŽǁƐŬŝ ?ƐǁŽrk 
ĐŽŶƐƚĂŶƚůǇƌĞŵŝŶĚƐƵƐŽĨ ? ? ? ?ĞƐƉĞĐŝĂůůǇŝŶƚŚĞ ? ?th century, and most especially in 
the last twenty years, class barriers have risen and (upward) mobility has decreased. 
ŵĞƌŝĐĂŶƐĚŽŶ ?ƚůŝŬĞƚŽďĞƌĞŵŝŶĚĞĚŽĨƚŚĞďĂƌƌŝĞƌƐŽĨƐŽĐŝĂůĐůĂƐƐ ? ? ?1   
 
It is important to acknowledge the  ‘ĐŽƵŶƚĞƌĐƵůƚƵƌĞůŽƐĞƌĨŽĐƵƐ ?2 ŝŶƵŬŽǁƐŬŝ ?ƐǁƌŝƚŝŶŐ ? His 
opposition to societal values and his indictment of American dream mythology focuses his 
concern on the people excluded by mainstream capitalist ideology, the disenfranchised 
working-class and minority groups ?ƚŚŽƐĞǁŚŽ ‘ůŽƐĞŽƵƚ ?ŝŶĂŶĂƉƉĂƌĞŶƚůǇƉƌŽƐƉĞƌŽƵƐ
society. People including factory workers, farm hands, shoe-shine-boys, gamblers, drunks 
and prostitutes, earthy, often rebellious, carnivalesque characters whose downtrodden lives 
ƵŬŽǁƐŬŝƉŽƌƚƌĂǇƐǁŝƚŚĞŵƉĂƚŚǇĂŶĚƐĂƚŝƌĞŝŶĞƋƵĂůŵĞĂƐƵƌĞ ?ƵŬŽǁƐŬŝ ?s sympathy for the 
ŵĂƌŐŝŶĂůŝƐĞĚĂƐǁĞůůĂƐŚŝƐ ‘ŐĂůůŽǁƐ ?ŚƵŵŽƵƌ ?3 is his way of navigating the grim mundanity of 
working-class life and its everyday experiences. In this regard, although works are often 
related to Beat poetry or Confessionalism ?ƵŬŽǁƐŬŝ ?ƐƉŽĞƚƌǇƐŚŽƵůĚďĞĐŽŶƐŝĚĞƌĞĚŝŶƚŚĞ
American literary tradition of proletarian writing.  
 
The American proletarian literary movement began as an amalgam of immigrant European 
radicals, African American migrants and native working-class resistance to World War I, 
utilising experiences of biography as a foundation for creative expression, highlighting 
working-class culture during the economic collapse of the Depression, aiming to shape 
cultural debate through Marxist theory. Throughout his life, Bukowski resisted any political 
affiliations, never joining any particular party or trade union, and remained adamantly 
apolitical. However, his interest in the broader concepts of proletarian writing such as 
strikes, agricultural and industrial conditions, and persecution and oppression of the 
working class4, places him firmly in the realms of proletarian literature. ƵŬŽǁƐŬŝ ?ƐƉŽĞƚƌǇŝƐ
also a response to American Modernism and the Romanticism imparted by writers such as 
Walt Whitman who placed importance on the interconnectedness of poet and society,  ‘ƚŚĞ
ƉƌŽŽĨŽĨĂƉŽĞƚŝƐƚŚĂƚŚŝƐĐŽƵŶƚƌǇĂďƐŽƌďƐŚŝŵĂƐĂĨĨĞĐƚŝŽŶĂƚĞůǇĂƐŚĞŚĂƐĂďƐŽƌďĞĚŝƚ ?5. 
Following on from Whitman, poets such as William Carlos Williams, embraced this 
interconnectedness by highlighting everyday life in their poetry and by using the vernacular 
to highlight the mundane event, their works became accessible to even relatively 
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unsophisticated readers. Bukowski takes his use of the vernacular even further, littering his 
poems with unsentimental, coarse language, long passages of dialogue and little descriptive 
detail, causing him to be accused of selecting poetic form on a whim rather than purposeful 
consideration. This contributes to the assumption that there really is no form at all, 
therefore no craft and no underlying aesthetic of any sort. Bukowski however, is far from 
being a man without aesthetic sensibilities. His reason for writing poetry is the result of the 
coming together of three elements establishing a distinct body of works: his interest in the 
working-class everyday, his emphasis on subjectivity and his concern for the narrative. 
 
Chapter one discusses the first of the three elements, ƵŬŽǁƐŬŝ ?ƐƉƌĞŽĐĐƵƉĂƚŝŽŶǁŝƚŚ
everyday life experiences. Eating, drinking, defecating, simple everyday acts such as the 
morning ritual of fetching a newspaper, have all been ŝŶƚĞƌǁŽǀĞŶŝŶƵŬŽǁƐŬŝ ?ƐǁŽƌŬ ? 
Nothing seems too trivial or too mundane in either the subjective or the objective world 
that it cannot be transformed into poetry. For Bukowski, as for Whitman, poetry reflects the 
world, no matter how mundane, and the world reflects poetry, as he states in A Rambling 
Essay ? ‘ĐĂůůŵĞĂŚĂƌĚŚĞĂĚŝĨǇŽƵǁŝƐh, uncultured, drunken, whatever. The world has 
shaped me and I have shaped what I can. [..] WŽĞƚƌǇŵƵƐƚďĞĐŽŵĞ ?ŵƵƐƚƌŝŐŚƚŝƚƐĞůĨ ?6. In the 
ŝŶƚƌŽĚƵĐƚŝŽŶƚŽŽƵŐůĂƐůĂǌĞŬ ?ƐSkull Juices, Bukowski describes this as a poetry revolution, 
ǁŚĞŶƉŽĞƚƌǇ ‘ƚƵƌŶ ?Ɛ ? from a diffuse and careful voice of formula and studied ineffectiveness 
to a voice of clarity and burnt toast and spilled olives and me and you and the spider in the 
corner ?7. This chapter also sets out a range of useful theoretical perspectives in order to lay 
down the foundations for an understanding of the everyday. dŚĞŶŽƚŝŽŶƐŽĨ ‘ĞǀĞƌǇĚĂǇ ?ĂŶĚ
 ‘ƋƵŽƚŝĚŝĂŶ ?ĂƌĞĞǆƉůŽƌĞĚŝŶƌĞůĂƚŝŽŶƚŽƚŚĞŽƌǇĂŶĚƉƌĂĐƚŝĐĞǁŝƚŚƉĂƌƚŝĐƵůĂƌƌĞĨĞƌĞŶĐĞƚŽ
critical works by Henri Lefebvre, Michel de Certeau and Georg Lukács, as well as in relation 
to American proletarian literature, which focusĞƐŽŶƚŚĞǁŽƌŬĞƌ ?ƐĞǀĞƌǇĚĂǇ. A large number 
ŽĨƵŬŽǁƐŬŝ ?Ɛ poems concern themselves with the realities of the downtrodden industrial 
worker, often stuck in mundane, dead-end occupations. ĞƐƉŝƚĞƵŬŽǁƐŬŝ ?ƐĨŽĐƵƐŽŶ
individuals such as the Mexican day-labourer, the former mental hospital patient, the aging 
prostitute, or any individuals who find themselves existing at the bottom of the American 
economic system, their struggles retains a collective dimension. The Bukowskian subjects, 
men and women alike, are trapped in their daily existence and their social and political 
conditions have become existential problems. All these characters are in the same socio-
economic boat. They have become powerless, oppressed by the everyday. Moreover, the 
principle of the everyday is explored in relation to modernist discourse. A theoretical debate 
is introduced that revolves around the tropes of modernism and realism, specifically in 
relation to writers such William Carlos Williams. William Carlos Williams, in a letter to 
Marianne Moore states that  ‘ĂůǁĂǇƐ ?ƚŽŵĞ ?ƉŽĞƚƌǇƐĞĞŵƐůŝŵŝƚůĞƐƐŝŶŝƚƐĂƉƉůŝĐĂƚŝŽŶƚŽůŝĨĞ ?8. 
Famously, Williams writes about eating plums from an icebox. Bukowski writes about a dirty 
white dog that simply will not shit9. Such a discourse, with key concepts defined, highlights 
Bukowski as a realist writer who creates narratives involving working-class experiences, 
more importantly, the experiences of people ignored by society, the marginalised. His 
unflinching depictions of the bleak realities of working-class life led Bill Buford to regard 
ƵŬŽǁƐŬŝ ?ƐǁŽƌŬĂƐ ‘dirty realism ? ?ǁŚĞƌĞ ‘ƵŶĂĚŽƌŶĞĚ ?ƵŶĨƵƌŶŝƐŚĞĚ ?ůŽǁ-rent tragedies 
ĂďŽƵƚƉĞŽƉůĞ ?10 are depicted without omissions. By describing everyday events and human 
behaviour, like the simple act of a young woman walking her dog, Bukowski integrates 




A more detailed analysis of Bukowskŝ ?ƐĂĞƐƚŚĞƚŝĐŝƐƵŶĚĞƌƚĂŬĞŶŝŶĐhapter two. It critically 
evaluates the prevalence of subjectivity. Victor Burgin describes the idea of the self as an 
 ‘ĂƵƚŽŶŽŵŽƵƐďĞŝŶŐ ? ? ? ?ĂŶŝƌƌĞĚƵĐŝďůĞĐŽƌĞŽĨŚƵŵĂŶŝƚǇĂŶĚĂŚƵŵĂŶĞƐƐĞŶĐĞŝŶǁŚŝĐŚǁĞ
ĂůůƉĂƌƚĂŬĞ ?11. ƵŬŽǁƐŬŝ ?ƐƐĞůĨ ?ƚŚĞŶĂƌƌĂtor, partakes in everyday experience and the social 
environment he finds himself in. He reveals his view of self only as defined through activity 
and interaction with the world, not through self-contemplation or meditation. This 
overarching principle stands in direct opposition to the modernist idea of the removed poet 
who refuses to reduce human experience by imposing his own vision upon it. Importantly, 
this chapter contains an analysis of philosophical ideas which have shaped the terms of 
poetry of experience, theoretical constructs that refer to subjectivity, objectivity and 
Hegelian dialectics. Following on from this there is a more sustained exploration of self-
assertion, which represents a number of discourses including conflict, antagonism and 
resistance against society. Bukowski ĂĚŽƉƚƐ ‘ƚŚĞǀĂŶƚĂŐĞƉŽŝŶƚŽĨƚŚĞƵŶĚĞƌĐůĂƐƐ ?12, an 
underclass whose everyday experiences are full of conflicts, struggles and pressures so 
great, constant assertion of the self is necessary for survival. Typically poetry of experience 
means placing primary importance on immediate life experiences rather than carefully 
constructed ideas when writing. This category of poetry is evaluated to show how 
autobiography infuses ƵŬŽǁƐŬŝ ?Ɛ work. His poetry of experience is explored in relation to 
modernist poetry where everyday experiences are abstracted and interactions are deemed 
ƐŝŐŶŝĨŝĐĂŶƚŽŶůǇďĞĐĂƵƐĞŽĨƚŚĞŝŵƉŽƌƚĂŶĐĞŽĨƚŚĞƉŽĞƚ ?ƐŐĂǌĞ ?dŚĞƚĞƌŵĂbstraction in this 
sense is applied to qualities which are philosophical and emotional, as opposed to tangible. 
The working-class experiences ĨƌŽŵǁŚŝĐŚƵŬŽǁƐŬŝ ?ƐƉŽĞƚƌǇŽƌŝŐŝŶĂƚĞƐ, result in verse 
content depicting the lives of men and women in everyday situations and spaces. These 
outside spaces are also explored through Bukowski, who is the voice of the marginalised. His 
exaggerated stories embrace textual representations of socially excluded lifestyles, using his 
had-boiled narratives and self-effacing humour.   
 
 
Chapter three focuses on the retelling of personal experience which comprises the third 
ĞůĞŵĞŶƚŽĨƵŬŽǁƐŬŝ ?ƉŽĞƚŝĐĞŶĚĞĂǀŽƵƌƐ, using narrative as its primary literary structure. 
Whether recollecting a past event or narrating a present-tense adventure, the majority of 
BukŽǁƐŬŝ ?ƐƉŽĞŵƐĂƌĞƐƚŽƌŝĞƐ ?^ƚŽƌŝĞƐǁŚŝĐŚĂƌĞƐƚĞĞƉĞĚŝŶ ƚŚĞĞǀĞƌǇĚĂǇand the mundane 
event. This chapter introduces and examines the complex linguistic structures of the 
narrative, then a broader investigation of aesthetic impersonality is undertaken to situate 
discourse surrounding modernist literature. Particular emphasis is placed on how Bukowski 
centres narratives on personal experience reconstructed through specific storytelling 
techniques and how he reconstructs the everyday life. This method is assessed by showing 
his storytelling style, economy of language and use of dialogue. The distinct lack of the 
imaginaƚŝŽŶŝŶƵŬŽǁƐŬŝ ?ƐǀĞƌƐĞshows he has little enthusiasm for creating alternative 
realities, or in inventing back-stories for the narrator or other characters. His preoccupation 
with observation, sometimes bordering on voyeurism, suggests disinterest in directly 
commenting on the greater picture, political or social. Bukowski is much more concerned 
with action and interaction of individuals. The anecdotal ? ‘ŚĞƐĂŝĚ ? ? ‘/ƐĂŝĚ ? ?element in the 
verse suggests Bukowski is in the thick of the action, revealing everyday working-class 
experience from the inside as opposed to a modernist observer looking on. He treats the 
reader as an acquaintance, a drinking buddy, a confidante and friend. Poetic textuality 
disappears and poems become speech, spontaneous and full of authorial candour. His 
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simple and idiosyncratic method of writing is evaluated with specific examples including the 
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Chapter One: Bukowski and the everyday  ? making the unpoetic, poetic 
 
 
Time magazine famously hailed Charles Bukowski as the laureate of the American lowlife1. 
Consequently, much emphasis has been placed on the grittiness of his scenes and the 
crassness of his subjects, leading to a populist image which, underpinned by traditional and 
social media, portrays him as the champion of the lewd and peddler of the grotesque ? ‘ĂĐƵůƚ
ůŝƚĞƌĂƌǇĨŝŐƵƌĞ ?ĚĞĐŽƌĂƚŝŶŐd-ƐŚŝƌƚƐĂŶĚďƵŵƉĞƌƐƚŝĐŬĞƌƐ ?2. Opinion on the significance of his 
work remains sharply divided and his extensive output draws scepticism as well as sharp 
ĐƌŝƚŝƋƵĞ ?ƵŬŽǁƐŬŝ ?ƐƉŽĞŵƐĂƌĞĂĐĐƵƐĞĚŽĨĐŽŶƚĂŝŶŝŶŐ ‘ƚŽŽŵƵĐŚĚƌŽƐƐ ?3 and monotony, 
ǁŚŝůĞŚĞŚĂƐďĞĞŶĚƵďŝŽƵƐůǇĚĞƐĐƌŝďĞĚĂƐ ‘ŵĞƌŝĐĂ ?ƐƐĞǁĞƌ^ŚĂŬĞƐƉĞĂƌĞ ? ?Ă ‘ƐůŽƉƉǇ
EĂƌĐŝƐƐƵƐ ?ĂŶĚĂ ‘ůĂǌǇďƵŵǁŝƚŚŝŶƚĞůůĞĐƚƵĂůĨůĂŝƌ ?4. This is not only a somewhat rash 
assessment of Bukowski and his work and context, but also denies him the deliberate 
ĐƌĂĨƚƐŵĂŶƐŚŝƉƉƌĞƐĞŶƚŝŶŚŝƐƉŽĞƚƌǇ ?ƵŬŽǁƐŬŝ ?ƐĂƉƉĂƌĞŶƚĐŽĂƌƐĞŶĞƐƐĚŝƐŐƵises a great 
capability for sharp social commentary and surprising humour, far removed from the naïve 
caricature of the hard-drinking, sub-literate misanthrope who has little command of literary 
ƚĞĐŚŶŝƋƵĞ ?dŚĞůŽǁůŝĨĞŽĨƵŬŽǁƐŬŝ ?ƐĐŽŶĐĞƌŶŝƐƚŚĞŵĞƌŝĐĂŶworking-class and those on 
ƚŚĞĞĐŽŶŽŵŝĐŵĂƌŐŝŶƐ ?ůĞĂƌůǇ ?ƚŚĞŵĞĂŶŝŶŐŽĨƚŚĞƚĞƌŵ ‘ǁŽƌŬŝŶŐ-ĐůĂƐƐ ?ŝƐŽƉĞŶƚŽ
contention as its definition depends on the political standpoint of individuals and is subject 
to restrictions of time and geography. Classically defined as the class which must sell its 
labour-power to survive5 ?ƚŚĞƌĞŝƐŶŽƚĂůǁĂǇƐĞĐŽŶŽŵŝĐĂůŚŽŵŽŐĞŶǇĂŵŽŶŐƐƚƵŬŽǁƐŬŝ ?Ɛ
subjects, however, writing about people at the bottom of the societal hierarchy means his 
alliances lie with all those excluded from prosperity and its material rewards. The American 
ƵŶĚĞƌďĞůůǇƌĞĐŽƵŶƚĞĚŝŶƵŬŽǁƐŬŝ ?ƐƉŽĞƚƌǇŝŶĐůƵĚĞƐĚĂǇůĂďŽƵƌĞƌƐ ?ĨĂĐƚŽƌǇǁŽƌŬĞƌƐ ?ƐŬŝĚƌŽǁ
inhabitants, gamblers, hustlers, prostitutes, alcoholics and other economic failures. Directly, 
or indirectly, through personal experiences, or by witnessing the experiences of others, 
Bukowski is familiar with the struggles and challenges affecting the working and the poor. 
He describes their lives and the grim realities of their working-class existence with reflection 
ĂŶĚƐŽĐŝĂůĂƐƚƵƚĞŶĞƐƐ ?ĨŽĐƵƐŝŶŐŽŶƚŚĞŽƌĚŝŶĂƌǇĂŶĚŵƵŶĚĂŶĞ ? ‘ǁŚĂƚ/ ?ǀĞƚƌŝĞĚƚŽĚŽ ?ŝĨǇŽƵ ?ůů
pardon me, is bring in the factory-ǁŽƌŬĞƌ ?ƐĂƐƉĞĐƚŽĨůŝĨĞ ?dŚĞďĂƐŝĐƌĞĂůŝƚŝĞƐŽĨƚŚĞ
ĞǀĞƌǇŵĂŶĞǆŝƐƚĞŶĐĞ ?6. This short statement encapsulates two important characteristics of 
ƵŬŽǁƐŬŝ ?ƐƉŽĞƚƌǇ PŚŝƐĐŽŶĐĞƌŶǁŝƚŚƚŚĞĞǀĞƌǇĚĂǇĂŶĚŚŝƐŝŶƐŝƐƚĞŶĐĞŽŶƌĞĂůŝƐŵ ? The realism 
ŝŶƵŬŽǁƐŬŝ ?ƐǁŽƌŬ constitutes an imaginative reality, a realised picture of the working-class 
everyday experience. It is however by no means imaŐŝŶĞĚ ?ƵŬŽǁƐŬŝ ?ƐƉƌŽƚĂŐŽŶŝƐƚ ?ďĞŝƚƚŚĞ
 ‘/ ?ŶĂƌƌĂƚŽƌŽƌĂŶĂůƚĞƌĞŐŽƐƵĐŚĂƐƚŚĞŝŶĨĂŵŽƵƐ,ank Chinaski, is always Bukowski, as 
autobiography drives his work. He does not affect to speak on behalf of the factory-worker, 
he is the factory worker. 
 
Winter comes in a lot of places in August, 
like the railroad yards 
when we come over the bridge, 
hundreds of us, 
workers, like cattle, 
 
 ? ? ? 
 
 ? ? ? here we come, 




hundreds of us, 
blank-faced and rough7  
 
ƵŬŽǁƐŬŝ ?ƐƌĞĂůŝƚǇ demonstrates what Ben Hickman calls an aesthetic of testimony8 where 
testimony  ‘prioritizes the first hand, the I-was-there, the ways in which witness is tied up 
ǁŝƚŚĞǆƉĞƌŝĞŶĐĞ ?9. Voicing experiences of working-class life, Bukowski echoes writers such as 
Mike Gold who demands ƚŚĂƚǁƌŝƚŝŶŐŵƵƐƚďĞĚŽŶĞ ‘ůŝŬĞĂŶŝŶƐŝĚĞƌ ?ŶŽƚůŝŬĞĂbourgeois 
intellectual observer ?10 ĂŶĚƚŚĂƚǁƌŝƚĞƌƐŶĞĞĚƚŽŚĂǀĞƚŚĞŝƌ ‘ƌŽŽƚƐŝŶƐŽŵĞƚŚŝŶŐƌĞĂů ?11. In 
termites on the page, Bukowski reflects exactly such an attitude and affirms,  ‘ƉŽĞƚ ? ? ? P ?ƚŚĂƚ
word needs re- ?ĚĞĨŝŶŝŶŐ ?12. 
 
ƚŚĞƉƌŽďůĞŵƚŚĂƚ/ ?ǀĞĨŽƵŶĚǁŝƚŚ 
most poets I have known is that 
ƚŚĞǇ ?ǀĞŶĞǀĞƌŚĂĚĂŶ ?ŚŽƵƌũŽď 
and there is nothing 
that will put a person 
more in touch 
with the realities 
than 
an 8 hour job. 
 
 ? ? ? 
they have been protected 
against the actualities 
from the beginning 
and they understand nothing 
 ? ? ? 
 
their words are 
unlived, unfurnished, un- 




Working-class writing for Bukowski must stem from lived experience in order to represent 
the real world. 'ŽůĚ ?Ɛ  ‘ƐŽŵĞƚŚŝŶŐƌĞĂů ?ďĞĐŽŵĞƐ BukowsŬŝ ?ƐŽǁŶ life as an American worker, 
his  ‘ĨůĞƐŚĂŶĚďůŽŽĚƌĞĂůŝƚǇ ?ŚŽǁĞǀĞƌĐƌƵĚĞ ?14. This reality is ultimately defined by the 
everyday and it is of key importance to Bukowski to give the everyday expression.  
 
The everyday, the ordinary, the banal, the mundane, terms that have been applied to 
denote what essentially are certain activities that are carried out day after day without 
much variation or change: quotidian activities such as eating, sleeping, washing, cooking, 
commuting to work, even work itself. It also includes interaction with aspects of popular 
culture such as listening to the radio or watching television. Engagement with the everyday 
ĂŝŵƐƚŽĐŽŶƐŝĚĞƌƚŚĞĞŶƚŝƌĞƚǇŽĨŝŶĚŝǀŝĚƵĂůƐ ?ŵƵůƚŝ-faceted lives, artefacts of daily use and 
interactions with other people. The idea of an aesthetic of the commonplace serves to 
question attitudes of what is deemed worthy of literary attention, aiming to move away 




from a fixation on beauty and sublimity as an aesthetic characteristic, focusing instead on 
the universal qualities which permeate everyday human existence: qualities such as ugly, 
ďĂǁĚǇ ?ĚƵůů ?ĚŝƌƚǇ ?ƉƌĞƚƚǇ ?ĞƚĐ ?ǁŚŝĐŚĂƌĞƉƌĞƐĞŶƚŝŶĚĂŝůǇůŝĨĞ ?ƌĞŐĂƌĚůĞƐƐŽĨĂƉĞƌƐŽŶ ?Ɛ
occupation, economic status or social class. As a concept, everyday life has a long history. 
There exists an extensive library of writing, most famously by authors such as Michel de 
Certeau and Henri Lefebvre, but also by other philosophers and sociologists such as Georg 
Lukács. In Everyday Life in the Modern World, Lefebvre determines that there exists within 
the everyday a great potential for exploration of human experience. He insists that despite 
the apparent uniformity of the everyday, there underlie structures which prove it to be 
otherwise. This otherness within the most mundane aspects of life encompasses a new way 
of viewing the everyday and forms a basis for an argument through which the everyday can 
be disseminated and its semantic values differentiated. The undifferentiated whole of 
existence, the holistic, universal everydayness which forms part of every being and is 
recognisable by everybody, is merely an initial concept divided into differing aspects. This 
shows a moving away from universal principles to a more precisely defined aesthetic. For 
Lefebvre, the everyday relates directly to the impact of capitalism and industrialisation on 
human lives and experiences, and that some groups in society find themselves more heavily 
burdened by the everyday, such as the working class who are  ‘ƐĞŶƚĞŶĐĞĚƚŽĞǀĞƌǇĚĂǇůŝĨĞ ?15.  
 
>ĞĨĞďǀƌĞ ?ƐĞǀĞƌǇĚĂǇ life consists of two fundamental ideas: the quotidian and the 
commonplace. By definition, the quotidian denotes repeated actions or events, and by this 
also implies routine and monotony. The quotidian, as repetition, presents a point of 
ĐŽŶƚĞŶƚŝŽŶĨŽƌ>ĞĨĞďǀƌĞ ?ǁŚŽŵŽƐƚƉƌŽŵŝŶĞŶƚůǇĨŽƌŵƵůĂƚĞƐŝƚƐĞƐƐĞŶĐĞĂƐ ‘ƚŚĞŐƌĞĂƚ
ƉƌŽďůĞŵ ?16. Repetition of daily activities whether physiological: eating, drinking, sleeping; or 
social: working, travelling; promote uniformity and reassurance. Initially, these 
characteristics seem unproblematic, after all, cycles of day and night, seasons and harvests 
are natural occurrences humans may derive pleasure from. However, the never-ending 
recurrence of these cycles without variety or change can also impose crushing monotony. 
This view of the quotidian highlights an important difference between Charles Bukowski and 
some of his modernist predecessors, who, like Wallace Stevens for example, celebrate this 
aspect of the everyday and, ďǇŽǁŶĂĚŵŝƐƐŝŽŶ ?ǀĂůƵĞƚŚĞƋƵŽƚŝĚŝĂŶ P ‘tŚĂƚĂƉƌŽĨŽƵŶĚŐƌĂĐĞ
it is to have a destiny no matter what it is, even the destiny of the postman going the rounds 
ĂŶĚŽĨƚŚĞďƵƐĚƌŝǀĞƌĚƌŝǀŝŶŐƚŚĞďƵƐ ? ?17 This idea of the everyday as comforting and 
reassuring is ůŽĂƚŚƐŽŵĞƚŽƵŬŽǁƐŬŝ ?ĞĐŚŽŝŶŐ,ĞŶƌŝ>ĞĨĞďǀƌĞǁŚŽƐĞĞƐŝƚĂƐ ‘ĚƵůůƌŽƵƚŝŶĞ ?ƚŚĞ
ongoing going-to-work, paying-the-ďŝůůƐ ?ŚŽŵĞǁĂƌĚƚƌƵĚŐĞŽĨĚĂŝůǇĞǆŝƐƚĞŶĐĞ ?18. The 
oppressiveness of monotony also carries an implication of complicity and passivity, and 
passivity can ultimately lead to powerlessness. For Bukowski the quotidian weighs more 
heavily on the working class and those on the economic margins of society who are 
subjected to everyday life rather than have the liberty to pick and choose, and are 
 ‘surviviŶŐ ? ? ? ?ďƵƚƚŚĞƉƌŝĐĞ ?ŝƐƚĞƌƌŝďůĞ ?19. It is however possible to counter this oppression. 
ĞĞƌƚĞĂƵĂƐƐĞƌƚƐƚŚĂƚĞǀĞƌǇĚĂǇůŝĨĞĂŶĚŝƚƐƌŽƵƚŝŶĞƉƌĂĐƚŝĐĞƐƐƵĐŚĂƐ ‘ƚĂůŬŝŶŐ ?ƌĞĂĚŝŶŐ
ŵŽǀŝŶŐĂďŽƵƚ ?ƐŚŽƉƉŝŶŐ ?ĐŽŽŬŝŶŐ ?ĞƚĐ ? ?20 possess elements of resistance despite their often 
oppressing aspects in society, and that these elements of resistance can be used in 
opposition to society. In The Practice of Everyday Life, de Certeau distinguishes between 
ǁŚĂƚŚĞĐĂůůƐ ‘ƐƚƌĂƚĞŐŝĞƐ ?ĂŶĚ ‘ƚĂĐƚŝĐƐ ?21 in this act of resistance. To de Certeau, strategies are 
used by those within positions of societal power, from the large such as national 
governments and international corporations, to the small such as local employers and 




landlords. These strategies are deployed to achieve compliance from those who are subject 
ƚŽƚŚŽƐĞƉŽǁĞƌƐ ?ƚŽƚŚĞƉŽŝŶƚǁŚĞƌĞƚŚĞƐƵďũĞĐƚƐ ?ĚŝƐĞŵƉŽǁĞƌŵĞŶƚƌĞƐƵůƚƐŝŶĂƐǇƐƚĞŵ ‘ƚŽŽ
ǀĂƐƚƚŽďĞƚŚĞŝƌŽǁŶ ?ƚŽŽƚŝŐŚƚůǇǁŽǀĞŶĨŽƌƚŚĞŵƚŽĞƐĐĂƉĞĨƌŽŵŝƚ ?22. However, in contrast 
to strategies, tactics can be used by those subjugated. By nature, tactics are defensive and 
ŵƵƐƚďĞĞŵƉůŽǇĞĚ ‘ŽŶƚŚĞǁŝŶŐ ? ?ĂŶĚǁŚĂƚĞǀĞƌƚŚĞŝƌĂĐŚŝĞǀĞŵĞŶƚƐ ?ƚŚĞǇŵƵƐƚ ‘ĐŽŶƐƚĂŶƚůǇ
ŵĂŶŝƉƵůĂƚĞĞǀĞŶƚƐŝŶŽƌĚĞƌƚŽƚƵƌŶƚŚĞŵŝŶƚŽ “ŽƉƉŽƌƚƵŶŝƚŝĞƐ ? ?23. This means, that de 
Certeau offers an everyday where routine, repetition and monotony can be countered by 
acts of subversion. It would be far-fetched to assume Bukowski consciously or directly 
ĐŚĂŶŶĞůƐ>ĞĨĞďǀƌĞ ?Ɛ ŽƌĚĞĞƌƚĞĂƵ ?Ɛ aesthetic ideas about the everyday in his poetry, 
however the fundamental principles of such an interpretation of the everyday and 
everydayness are present in his work. Although not immediately obvious, on immersion in 
ƵŬŽǁƐŬŝ ?ƐǁƌŝƚŝŶŐ, his everyday begins to establish itself revealing its own structures and 
interpretations of terms. A dialectical discernment forms the ŬĞǇƚŽŝŶƚĞƌƉƌĞƚŝŶŐƵŬŽǁƐŬŝ ?Ɛ 
own understanding of what his everyday is and whether he is satisfied by it or not.  
 
ƵŬŽǁƐŬŝ ?ƐŝĚĞĂƐŽĨwhat constitutes the everyday suggest the presence of normality and 
especially that of sociĂůůǇĂĐĐĞƉƚĂďůĞŶŽƌŵƐ ?ĞĐŚŽŝŶŐ>ĞĨĞďǀƌĞ ?ƐĨƵŶĚĂŵĞŶƚĂů aspect of the 
everyday, the commonplace, where ordinary ĞǆƉĞƌŝĞŶĐĞƐĂƌĞƵŶŝĨŽƌŵ ?ĂƚŽŶĐĞ ‘ĐŽŶŶĞĐƚĞĚ
ĂŶĚĚŝƐƚŝŶĐƚ ? ?ĨŽƌŵŝŶŐƉĂƌƚŽĨĂŶ ‘ƵŶĚŝĨĨĞƌĞŶƚŝĂƚĞĚǁŚŽůĞ ?24. Here appears a point of 
contention when considering what an ordinary experience is. Surely, the concept of 
normalcy is relative. What may be mundane for some individuals differs from those of 
others. Normalcy for the President of the United States is a very different experience from 
that of a Mexican itinerant farm hand picking oranges. This paradox of the everyday and to 
what extent the commonplace is normative, forces poets such as Wallace Stevens to admit 
that it is unwise to think that  ‘the poet is normal or, for that matter, ƚŚĂƚĂŶǇďŽĚǇŝƐ ?25. This 
affects a view in Bukowski of the commonplace as ordinary, personal experience removed 
from what is considered artistic, cultured and sophisticated. The modernist preoccupation 
with the democracy of the commonplace as a universally shared experience retains a sense 
of the everyday not by detailing quotidian activities but by transmitting a certain sensibility, 
ĂŶĂƚƚŝƚƵĚĞƚŽǁĂƌĚƐƚŚĞŵƵŶĚĂŶĞǁŚŝĐŚƌĞĨůĞĐƚƐƚŚĂƚŽĨŽƚŚĞƌƐ ?ƵŬŽǁƐŬŝ ?ƐĨƌĂŵĞǁŽƌŬĚŽĞƐ
not follow this trope. His sometimes macabre, even carnivalesque, poems retain an 
individuality, almost an exclusivity, which seeks to reinforce the idea that there are aspects 
of life only he and his characters share, and appear to suggest that despite the vastness of 
commonplace experience, there are areas which are only known to him. Bukowski 
vehemently opposes uniformity, as he views it as a submission to authority and unfair social 
rules. He strives for and wants to retain autonomy, consistently challenging American 
middle-class normalitǇĂŶĚŝƚƐĞǆĐůƵƐŝŽŶŽĨǁŽƌŬŝŶŐĐůĂƐƐůŝǀĞƐ ?ƚƚŚĞĐƌƵǆŽĨ>ĞĨĞďǀƌĞ ?Ɛ
ĚŝĂůĞĐƚŝĐĂůĞǀĞƌǇĚĂǇůŝĞƐƚŚĞĚŝƐƚŝŶĐƚŝŽŶďĞƚǁĞĞŶ ‘ƚŚĞƉĞƌĞŶŶŝĂůĂŶĚƚŚĞĞƉŚĞŵĞƌĂů ?26. In the 
modernist aesthetic, the extraordinary in the commonplace presents a moment in time, a 
fleeting chance encounter immortalised by the poet, ultimately ephemeral in nature. 
Bukowski, also has chance encounters and captures moments in time, but his concern is to 
highlight the perennial, which is often oppressive. It all seems to come down to meanings of 
purpose. The reader is not left with a feeling that chance encounters ultimately lead to 
some higher, epiphanic experience ?dŚĞĐŽŵŵŽŶƉůĂĐĞƌĞŵĂŝŶƐĂ ‘ĚŝƐƉĂƐƐŝŽŶĂƚĞŽŶĞ ?27, as 
Ben Hickman explains, without symbolism or analogy. ƵŬŽǁƐŬŝ ?ƐĐŽŵŵŽŶƉůĂĐĞƵůtimately 
remains concrete, without losing its meaningfulness. Poems such as The shoelace are an 
example of this aesthetic. The poem describes the mundane event of the snapping of a 




ƐŚŽĞůĂĐĞǁŚŝĐŚƐƉĂƌŬƐƚŚĞƐƉĞĂŬĞƌ ?ƐŵƵƐŝŶŐƐŽŶƚŚĞbanality of commonplace existence. 
With tŚĞůŝŶĞƐ ‘ŝƚ ?ƐŶŽƚƚŚĞůĂƌŐĞƚŚŝŶŐƐƚŚĂƚ ?ƐĞŶĚĂŵĂŶƚŽƚŚĞ ?ŵĂĚŚŽƵƐĞ ?ŶŽ ?ŝƚ ?ƐƚŚĞ
continuing series of small ƚƌĂŐĞĚŝĞƐ ?ƚŚĂƚƐĞŶĚĂŵĂŶƚŽƚŚĞ ?ŵĂĚŚŽƵƐĞ ?28, Bukowski suggests 
that everyday life is an unremitting onslaught of misfortune and that its litany of miserable 
experiences is inescapable. The snapping of the shoelace is not an ephemeral moment and, 
regardless of how universal this moment may be, it is merely a link in a chain of perennial 
experiences. 
 
the ƐŝŶŬ ?ƐƐƚŽƉƉĞĚ-ƵƉ ?ƚŚĞůĂŶĚůŽƌĚ ?ƐĚƌƵŶŬ ? 
ƚŚĞƉƌĞƐŝĚĞŶƚĚŽĞƐŶ ?ƚĐĂƌĞĂŶĚƚŚĞŐŽǀĞƌŶŽƌ ?Ɛ 
crazy. 
lightswitch broken, mattress like a 
porcupine; 
$105 for a tune-up, carburetor and fuel pump at 
Sears Roebuck; 
ĂŶĚƚŚĞƉŚŽŶĞďŝůů ?ƐƵƉĂŶĚƚŚĞŵĂƌŬĞƚ ?Ɛ 
down 
and the toilet chain is 
broken, 
and the light has burned out ? 29 
 
Contrasting the modernist utopian view of the ephemeral commonplace, Bukowski engages 
with the mundane but simultaneously wonders how he may escape it, for him, there is no 
ethereal world underlying the everyday as the last lines of the poem utter a stark warning to 
all those afflicted by drudgery. 
 
with each broken shoelace 
out of one hundred broken shoelaces, 





so be careful 
when you 
bend over.30 
    
Bukowskian characters may be diverse within the confines of the text, however, there is 
little diversity in their actual experiences. Whether they are a waitress, a hospital porter, a 
busboy or a thief, Bukowski suggests they all share the same struggles and have to suffer 
the same banalities. His insistence on the importance of the working-class commonplace as 
a concrete, normative experience means that no matter how colourful, exotic or even 
ƐƵƌƌĞĂůƵŬŽǁƐŬŝ ?ƐĐŚĂƌĂĐƚĞƌƐĂƌĞ ?ƚŚĞƌĞĐŽŶƚŝŶƵĞƐƚŽďĞĂĐŽŶcern for the perennial and a 
thematic exploration of the everyday. At its most fundamental ůĞǀĞů ?ƵŬŽǁƐŬŝ ?Ɛ poetry 
engages in what Bryony Randall calls the  ‘questioning or defamiliarisation of practices, 
ŽďũĞĐƚƐĂŶĚĞŶǀŝƌŽŶŵĞŶƚƐĂƐƐƵŵĞĚƚŽďĞ “ĞǀĞƌǇĚĂǇ ?ĂŶĚƚŚƵƐŽĨƚĞŶŝŶǀŝƐŝďůĞ ?31. His 
preoccupation with the commonplace reflects that of classic modernist texts without being 




directly referential. However, Bukowski searches for an extension to the modernist 
aesthetic, to not only value the ordinary as a poetic subject but to also concern himself with 
making the invisible working-class experience visible, as it is precisely this experience which 
is habitually excluded for being seen as too dull and too mundane to warrant literary 
recognition. The stance of BukoǁƐŬŝ ?ƐĞǀĞƌǇĚĂǇŝƐŽŶĞŽĨĂůůĞŐŝĂŶĐĞǁŝƚŚƚŚŽƐĞŵĞƌŝĐĂŶ
modernist writers who, in their differing ways, achieve a deep grounding in the ordinary and 
the mundane, and perhaps the most prominently placed to have done so is William Carlos 
Williams.   
 
It has been suggested that Bukowski has little in common with modernists such as Williams 
Carlos Williams. Contrary to Williams, who is praised for his careful, sculpted ǁƌŝƚŝŶŐ ? ‘ĂŶ
extraordinary combination of aphorism, romanticism, philosophizing, obscurity, obsession, 
ĞǆŚŽƌƚĂƚŝŽŶ ?ƌĞǀĞƌŝĞ ?ďĞĂƵƚŝĨƵůůŝŶĞƐĂŶĚƐĐĂƌǇƉĂƌĂŐƌĂƉŚƐ ?32, Bukowski is often accused of 
being slap-dash in his approach to it. TŚŝƐŝƐŚŽǁĞǀĞƌĂŵŝƐĐŽŶĐĞƉƚŝŽŶ ?ƵŬŽǁƐŬŝ ?ƐĐĂƐƵĂů
stance to poetry does not represent an attitude of carelessness as he tells Robert 
Wennersten. 
 
zŽƵŐĞƚĂďŝƚĚƌĂŵĂƚŝĐǁŚĞŶǇŽƵ ?ƌĞĚƌƵŶŬ ?ĂďŝƚĐŽƌŶǇ ? ? ? ?zŽƵƐƚĂƌƚĚƌŝŶŬŝŶŐĂŶĚ
write poems all night. You find them on the floor in the morning. You take out all the 
bad lines, and you have poems. About sixty percent of the lines are bad; but it seems 
like the remaining lines, when you drop them together, make a poem.33 
 
It is false to propose Bukowski does not consider his line, but it is incorrect to assume this 
consideration equates to philosophising or meditation. There is a connection between 
Bukowski and William Carlos Williams, a writer who has most extensively permeated the 
same poetic territory Bukowski has chosen to explore. Though ultimately, Bukowski 
negotiates his way to formulate his own practice. It has been repeatedly suggested that 
William Carlos Williams is the American modernist most ŝŶĨůƵĞŶƚŝĂůŽŶƵŬŽǁƐŬŝ ?ƐǁŽƌŬ ? this 
ŝƐŽŶůǇƉĂƌƚůǇƚƌƵĞ ?tŚĞŶĐŽŶƐŝĚĞƌŝŶŐĞĂĐŚƉŽĞƚ ?Ɛ respective treatment of the everyday as a 
literary aesthetic, Williams is concerned with the mystical revelations found in the everyday 
and its ephemeral qualities. His work insists on the temporality of the commonplace, 
whereas BukoǁƐŬŝ ?ƐŝŶƚĞƌĞƐƚƐůŝĞǁŝƚŚƚŚĞƉĞƌĞŶŶŝĂů ?ƐĐĂƉĂĐŝƚǇĨŽƌƐƵďǀĞƌƐŝŽŶĂŶĚĐƌŝƚŝƋƵĞ. 
Furthermore, for Williams, the mundane reserves a place within space and time and his 
poetry observes the familiar things in life with an exploration which seems more akin to the 
way somebody would approach a painting. Notably, his best known texts attest to a sense 
ŽĨƌŚŽƉŽŐƌĂƉŚǇ ? ‘ƚŚĞĚĞƉŝĐƚŝŽŶŽĨƚŚŽƐĞƚŚŝŶŐƐǁŚŝĐŚ lack importance, the unassuming 
ŵĂƚĞƌŝĂůďĂƐĞŽĨůŝĨĞƚŚĂƚ “ŝŵƉŽƌƚĂŶĐĞ ?ĐŽŶƐƚĂŶƚůǇŽǀĞƌůŽŽŬƐ ?/ƚĂƚƚĞŶĚƐƚŽƚŚĞǁŽƌůĚŝŐŶŽƌĞĚ
by the human impulse to create greatness ?34. Reflecting on this definition, it is worthwhile to 
ĐŽŶƐŝĚĞƌĂƉĂƐƐĂŐĞĨƌŽŵtŝůůŝĂŵƐ ?poem Pastoral: 
 
I walk backstreets, 
admiring the houses 
of the very poor: 
roof out of line with sides 
the yards cluttered 
with old chicken wire, ashes, 
furniture gone wrong; 




the fences and outhouses 
built of barrel-staves 
ĂŶĚƉĂƌƚƐŽĨďŽǆĞƐ ? ?35 
 
In this poem the speaker knows the aesthetic significance of what he sees and the 
observations made confirm to the reader the rhopography woven into his poetry. Williams 
elevates the scene, the slum neighbourhood is both insignificant yet simultaneously highly 
important. However, using tŚĞǁŽƌĚ ‘ĂĚŵŝƌŝŶŐ ? feels out of place here. It evokes an image of 
the poet looking at the scene through a lens of detached romanticism. This sentiment 
becomes even more problematic later in the poem, when tŝůůŝĂŵƐŚŽƉĞƐŚĞŝƐ ‘ĨŽƌƚƵŶĂƚĞ ?
ĞŶŽƵŐŚƚŽƐƉŽƚƐŽŵĞŚŽƵƐĞƐƉĂŝŶƚĞĚŝŶĂ ‘ďůƵŝƐŚ-green/ that properly weathered/ pleases 
ŵĞďĞƐƚ ?ŽĨĂůůƚŚĞĐŽůŽƌƐ ?36. That he should gain pleasure from walking among the houses of 
the poor and disenfranchised seems somewhat patronising to those having to live under 
such conditions, regardless of its aesthetic value. The poet remains detached, an outside 
observer, transforming into an event the everyday which consists of inescapable repetition, 
monotony, even drudgery for those he observes. Like Pastoral, Downtown concentrates on 
observing disenfranchised everyday life, but ultimately, Bukowski displays different 
sensitivities, as the poet takes a walk downtown. 
 
nobody goes downtown anymore 
the plants and trees have been cut away around 
Pershing Square 
the grass is brown 
and the street preachers are not as good 
as they used to be 
and down on Broadway 
the Latinos stand in colorful lines 
waiting to see Latino action movies.37 
 
Although Bukowski is less descriptive than Williams in Downtown, the speaker elicits the 
same emotional response from the reader. ƵŬŽǁƐŬŝ ?ƐƵŶĚĞƌƐƚĂƚĞĚƌŚŽƉŽŐƌĂƉŚǇĚŽĞƐŶŽƚ
detract from his concern for mundane details. A quick sketch of the surroundings of his 
dying neighbourhood with a lack of greenery and dying grass is enough to engage with the 
commonplace and to find value in a setting which others may dismiss as grotty and 
culturally bankrupt. However, Williams ? insistence on transforming the everyday into 
moments of aesthetic greatness is absent in Bukowski. Later on in Downtown, he watches a 
ŐƌŽƵƉŽĨ ‘ǇŽƵŶŐ>ĂƚŝŶŽƐĂŶĚůĂĐŬƐ ? ? ‘ďĞƚǁĞĞŶƚŚĞĂŐĞƐŽĨƐŝǆĂŶĚ ?ĨŝĨƚĞĞŶ ?38 playing various 
games at a penny arcade. 
 
they fly spacecraft 
test their strength 
fight in the ring 
have horse races 
auto races 
but none of them want their fortunes told.39  
 




None of the children want to know what awaits them in the future, as it is inevitable that 
their everyday lives will not be as exciting and full of opportunity as the games they are 
currently so eagerly engaged in. Bukowski knows this. Their everyday lives will not enable 
them to transcend their working-class limitations. He does not, like Williams,  ‘ĂĚŵŝƌĞ ? the 
vanished greenery or the excitement witnessed in the arcade. ƵŬŽǁƐŬŝ ?ƐĂƚƚĞŶƚŝŽŶƚŽƚŚĞ
everyday resists the idea of transformation. For him, highlighting the everyday serves as a 
ǁĂǇŽĨĨŝŶĚŝŶŐƚŚĞ ‘ŶƵůůŵŽŵĞŶƚ ?ŝŶĐŽŶƚƌĂƐƚƚŽƚŚĞ ‘ƐƉůĞŶĚŝĚŵŽŵĞŶƚ ?40 Williams discovers 
in Pastoral. ƵŬŽǁƐŬŝ ?Ɛ focus on the working-class environment creates an idiosyncratic 
 ‘ŐŚĞƚƚŽƉĂƐƚŽƌĂů ?41. Telling of downward mobility, ƵŬŽǁƐŬŝ ?ƐĚĞƐĐƌŝƉƚŝǀĞƐŬĞƚĐŚĞƐƐƵĐŚĂƐ
those in Downtown seek to provide a portrayal of the everyday in contrast to traditional 
ƉĂƐƚŽƌĂůŶĂƌƌĂƚŝǀĞƐƚŚƌŽƵŐŚƚŚĞ ‘ǇŽŬŝŶŐŽĨŶĂƚƵƌĂůŝƐŵĂŶĚƚŚĞƉĂƐƚŽƌĂů, the slum and the 
shepherd ‘42, as Michael Denning defines it in The Cultural Front. According to Denning, 
these stories seek a more accurate portrayal of the working-class experience and the 
everyday life of those on the economic margins. Rather than observing the everyday from 
the outside, they ƐĞĞŬƚŽĞǆƉůŽƌĞŝƚĨƌŽŵǁŝƚŚŝŶ ?ƚŚĞǇĂƌĞŶŽƚ ‘ĞǆƉůŽƌĂƚŝŽŶƐŽĨŚŽǁƚŚĞŽƚŚĞƌ
ŚĂůĨůŝǀĞƐ ? ?ďƵƚƚŚĞǇĂƌĞ ‘ƚĂůĞƐŽĨŚŽǁour ŚĂůĨůŝǀĞƐ ?43. By focusing on the urban realities of 
 ‘ǁŽƌŬŝŶŐ-class tenements, sweatshops and factory ůĂďŽƌ ?ĂŶĚĐŚĞĂƉŵĂƐƐĞŶƚĞƌƚĂŝŶŵĞŶƚƐ ?44, 
the Bukowskian ghetto pastoral challenges narratives such as those of William Carlos 
Williams, which aim to transcend the everyday and use it as a symbolic stockroom of 
meaning and value. tŝůůŝĂŵƐ ?ƉŽĞŵƐĚĞĂůǁŝƚŚĂďstraction, as hyperrealism transforms 
artefacts of everyday life into objects of contemplation.  
 
so much depends 
upon 
 
a red wheel 
barrow 
 
glazed with rain 
water 
 
beside the white 
chickens45 
 
In The Red Wheelbarrow, Williams stresses that the poet need only look at the mundane 
and he will find beauty in the ordinary. He is determined to discover the universal in the 
particular and it is happy chance and accident which has placed the speaker into this precise 
situation. The red wheelbarrow and the white chickens become revelatory objects 
representing a moment frozen in time. The rhopography of this rural still life gives the 
ƌĞĂĚĞƌĂƐĞŶƐĞŽĨtŝůůŝĂŵƐ ? world which has at its aesthetic centre, the epiphany. The 
everyday object offers an escape from the ordinary as its ultimate significance triggers a 
sense of heightened reality, a ƐƵĚĚĞŶƐƉŝƌŝƚƵĂůĂǁĂƌĞŶĞƐƐǁŚĞŶ ‘ŝƚƐƐŽƵů ?ŝƚƐǁŚĂƚŶĞƐƐ ?ůĞĂƉƐ
to us from the vestment of its appearance. The soul of the most commonest object, the 
structure of which is so adjusted, seems to us radiant ?46. This spiritual awareness is virtually 
ĂďƐĞŶƚŝŶƵŬŽǁƐŬŝ ?ƐŽďƐĞƌǀĂƚŝŽŶĂůƉŽĞŵƐ ?/ŶƐƚĞĂĚŽĨĚĞĂůŝŶŐǁŝƚŚĂďƐƚƌĂĐƚŝŽŶƐ ?ǁŽƌŬƐƐƵĐŚ
as The state of world affairs from a 3rd floor window concern themselves simply with what 
the speakĞƌĐĂŶƐĞĞ ?dŚŝƐƉŽĞŵŵŝǆĞƐĚĞƐĐƌŝƉƚŝŽŶƐŽĨĂŐŝƌů ‘ŝŶĂůŝŐŚƚŐƌĞĞŶƐǁĞĂƚĞƌ ?ďůƵĞ




ƐŚŽƌƚƐ ?ůŽŶŐďůĂĐŬƐƚŽĐŬŝŶŐƐ ? ?ĂƐ ‘ƐŚĞǁĂƚĐŚĞƐŚĞƌŶĂŝůƐ ? as her dirty white dog sniffs the 
grass/ ŝŶĞƌƌĂƚŝĐĐŝƌĐůĞƐ ? ?47 ǁŝƚŚůĂĐŬĂĚĂŝƐŝĐĂůŽďƐĞƌǀĂƚŝŽŶƐŽĨƚŚĞŶĂƌƌĂƚŽƌ ?ƐŐĞneral social 
ĞŶǀŝƌŽŶŵĞŶƚ ? ‘ƚŚĞ,ŽůůǇǁŽŽĚ,ŝůůƐƐƚĂŶĚƚŚĞƌĞ ?ƐƚĂŶĚƚŚĞƌĞ ? full of drunks and insane people 
and/ ŵƵĐŚŬŝƐƐŝŶŐŝŶĂƵƚŽŵŽďŝůĞƐ ?48 ?ŽŶƚƌĂƌǇƚŽtŝůůŝĂŵƐ ?ƐƉĞĂŬĞƌ ?ƚŚĞŶĂrrator is unable to 
take refuge in the small details of the everyday. The situation observed offers no escape 
from his working-class everyday and looking out of the window proves  ‘ŶŽŐŽŽĚ Pche sera, 
sera ?49 ?ƚŚĞƌĞŝƐŶŽ ‘ƌĂĚŝĂŶĐĞ ? in this chance encounter. Although Bukowski and Williams 
share the commonplace as an aesthetic principle ŝŶƚŚĞŝƌƉŽĞƚƌǇ ?ƵŬŽǁƐŬŝ ?ƐǁŽƌŬƐƚĂŶĚƐŝŶ
ĚŝƌĞĐƚĐŽŶƚƌĂƐƚƚŽtŝůůŝĂŵƐ ?ĞƉŝƉŚĂŶŽƵƐĞǀĞƌǇĚĂǇ ?ĂƐ>ŝĞƐůKůƐŽŶĂƌŐƵĞƐ ? ‘ƚŚĞŽƌĚŝŶĂƌǇŝƐŶŽƚ
[always] transformed into something else, into something beyond our everyday world; the 
ordinary indeed may endure in and of itself ?50 ?ŝƐĐƵƐƐŝŶŐƵŬŽǁƐŬŝ ?ƐƉŽĞƚƌǇĂƐŐŚĞƚƚŽ
pastoral can only go a small way towards appraising his relationship with the everyday. He 
may share a sense of rhopography with Williams and his championing of the familiar, 
ordinary everyday, nevertheless, for Bukowski the commonplace remains concrete. 
 
&ĞůůŽǁƉŽĞƚtĂůůĂĐĞ^ƚĞǀĞŶǁƌŝƚĞƐĂďŽƵƚtŝůůŝĂŵƐ P ‘dŚĞĂŶƚŝ-ƉŽĞƚŝĐŝƐŚŝƐƐƉŝƌŝƚ ?ƐĐƵƌĞ ?,Ğ
needs it as a naked man need shelter or as an animal needs salt. To a man with a 
sentimental side the anti-poetic is that truth, the reality to which all of us are forever 
fleeing ?51. dŚŝƐĐĂŶĂůƐŽďĞƐĂŝĚĂďŽƵƚƵŬŽǁƐŬŝ ?ƐĞĨĨŽƌƚƐƚŽŝŶĐůƵĚĞƚŚĞƋƵŽƚŝĚŝĂŶŝŶŚŝƐ
poetry. All the same, his refusal of abstraction in favour of an anti-symbolism of content 
ŽƉƉŽƐĞƐtŝůůŝĂŵƐ ?ŝŵĂŐŝƐŵ ?/ŶOverhead mirrors, the relationship Bukowski has with the 
commonplace is one of pragmatism, as mundane details tell of a speaker suffering from 
ŝŶƐŽŵŶŝĂĚƵƌŝŶŐ ‘ŽŶĞŽĨƚŚŽƐĞŶŝŐŚƚƐǇŽƵƌĞŵĞŵďĞƌ ?52. These details simply serve to provide 
context and in their innate triviality prove to be more effective than any abstraction. Indeed 
ƚŚĞŶĂƌƌĂƚŽƌ ?ƐŽďƐĞƐƐŝǀĞƌĞƉĞƚŝƚŝŽŶŽĨďĂŶĂůĂĐƚŝǀŝƚŝĞƐĚƌŝǀĞƐƚŚĞƉŽĞŵĂŶĚĐŽŵŵƵŶŝĐĂƚĞƐ
ƚŚĞƐƉĞĂŬĞƌ ?ƐĚĞƐƉĞƌĂƚŝŽŶƚŽƚŚĞƌĞĂĚĞƌ P 
 
at times I 
got up 
and walked around 
turned the radio off and on, flushed the toilet 
now and then, ran all the faucets in the place, 
then shut them off, turned the lights off and 
on, got back on the bed, rested but not too long, 
got up, sipped water out of the tap, 
sat in a chair and took some coins 
out of my pocket and counted them: 25, 26, 27 
ĐĞŶƚƐ ?53 
 
ŐĂŝŶ ?>ĞĨĞďǀƌĞ ?ƐĚƵůůƌŽƵƚŝŶĞŝƐƌĞĨůĞĐƚĞĚŚĞƌĞ ?ĐŽŶƚƌĂƐƚŝŶŐtŝůůŝĂŵƐ ?ƵƚŽƉŝĂŶŝƐŵ of the 
epiphanic moment. It is not only the sense of the ethereal Bukowski objects to, it is also the 
extensive use of imagist abstraction. For Williams it is paramount that the everyday 
presents intellectual and emotional complexity, and at the heart of poems such as This is 
Just to Say lies the transformation of the commonplace. It begins innocuously enough with 
the assumption that the poem is based on the mundane action of the speaker leaving a note 
for his wife, informing her of his raiding their ice box. At first reading, the subject of this 
literary exercise seems satisfyingly obvious and banal: the consumption of plums, an 




ĞǀĞƌǇĚĂǇŽĐĐƵƌƌĞŶĐĞ ?,ŽǁĞǀĞƌ ?tŝůůŝĂŵƐ ?ƵƐĞŽĨƉƌĞĐŝƐ ǀŝƐƵĂůŝŵĂŐĞƐĂŶĚƚŚĞƉůƵŵƐ ?
underlying rhopography,  ‘&ŽƌŐŝǀĞŵĞ ? they were delicious/ so sweet/ ĂŶĚƐŽĐŽůĚ ?54, 
ƌĞŵŽǀĞƐŝƚĨƌŽŵƚŚĞĞǀĞƌǇĚĂǇ ?ƚƌĂŶƐĨŽƌŵŝŶŐƚŚĞƉŽĞŵ ?ƐƐubject into something beyond their 
mere physical reality. For Bukowski, on the other hand, reality means observational 
accuracy and his attention is directed at the unrelenting mundanity of everyday life. In this, 
ƵŬŽǁƐŬŝ ?ƐĂƉƉƌŽĂĐŚŝƐŵŽƌĞŝŶĐůƵƐŝǀĞƚŚĂŶƚŚĂƚŽĨŚŝƐĐĂŶŽŶŝĐĂůƉƌĞĚĞĐĞƐƐŽƌƐ, as writers 
such as Wallace Stevens and William Carlos Williams rarely cover working-class subjects. 
&ƵƌƚŚĞƌŵŽƌĞ ?ŝŶƵŬŽǁƐŬŝ ?ƐƉŽĞŵƐ ?ƚŚĞƋƵŽƚŝĚŝĂŶůŝĨĞ ŽĨƚĞŶ acquires an underlying futility 
and sense of fatalism. In his own cold plums, the everyday is subverted when the simple act 
of eating plums in bed turns into a moment of crushing banality: 
 
eating cold plums in bed 
she told me about the German 
who owned everything on the block 
except the custom drapery shop 
and he tried to buy 
the custom drapery shop 
but the girls said, no.55 
 
As her story continues increasing in detail and verbosity, the fact emerges that, ultimately, 
the story has no point and so only serves to underline its uselessness. The reader can only 
guess as to why the speaker is willing to listen to his companion for this long  W the 
monologue runs for all but the last six lines of the poem  W without interrupting her or 
requesting her to get to the crux of her tale ?ŽŶƚƌĂƌǇƚŽtŝůůŝĂŵƐ ?ŵŽĚƵƐŽƉĞƌĂŶĚŝ ?ƚŚĞƌĞŝƐ
no abstraction in this poem. The plums remain firmly anchored in the everyday, they are 
simply objects being consumed during the course of the poem, framing the narrative. In 
usual Bukowskian fashion, the quotidian remains merely an instrument with which the 
ƉƌŽƚĂŐŽŶŝƐƚŽĐĐƵƉŝĞƐŚŝƐƚŝŵĞ ? ‘ǁĞĨŝŶŝƐŚĞĚƚŚĞƉůƵŵƐ ? ? “ƚŚĂƚǁĂƐĂƐĂĚƐƚŽƌǇ ? ?/ƚŽůĚŚĞƌ ? and 
they do not prove themselves to be revelatory or epiphanic. Bukowski has little concern for 
celebrating a universal commonplace, his everyday is filled with inescapable drudgery of 
little aesthetic value. By portraying everyday ŵƵŶĚĂŶŝƚǇĂŶĚĂ ‘ǁŝůůŝŶŐŶĞƐƐƚŽĚĞƐĐƌŝďĞƚŚĞ
wŚŽůĞŽĨůŝĨĞ ?56, Bukowski confronts the reader with the everyday normatively considered of 
limited significance: the habitually devalued commonplace, the dull, the routine and the 
insignificant, but unlike Williams, there is no sense of transformation or meditation present, 
as BuŬŽǁƐŬŝ ?ƐƐĞĂƌĐŚĨŽƌƚŚĞ everyday is underpinned by a drive to write about working-
class experiences at their most limiting and base.  
 
In this respect, the extensive, provocative everyday Bukowski presents in his poems, the 
fornication, masturbation, urination and defecation are all part of the same, crass 
commentary. In shit times readers find the speaker wandering around an unfamiliar 
neighbourhood the day after a night of heavy drinking. 
 
I walked around, it was a 
Wednesday morning and I could 
see the ocean to the south. 
but all that drinking: 
the shit was about to pour 




out of me. 
I walked towards the  
sea. 
I saw a brown brick 
structure at the edge 
of the sea. 
I walked in. there was an 
old guy groaning on one of 
the pots. 
 ? ? ? 
I wiped, flushed, pulled up my 
pants and walked over. 
the old man was still on his pot, 
groaning.57 
With regards to the everyday, there is nothing more commonplace than the acts of 
defecation and urination. Other than sleeping and eating, no other activity is more 
frequently performed by humans, so if the everyday is to be engaged with honestly, these 
most basic of functions must be included. Bukowski refuses to accept any parameters to the 
commonplace and is equally adamant to embrace even the most basic necessities that make 
up human existence. However there exists a fundamental difference between the way 
modernists treat the commonplace and the way Bukowski does. FoƌĞǆĂŵƉůĞ ?:ĂŵĞƐ:ŽǇĐĞ ?Ɛ
Ulysses, the mundane, sƵĐŚĂƐůŽŽŵǀŝƐŝƚŝŶŐ ‘ƚŚĞũĂŬĞƐ ?, gains a cinematographic sensitivity. 
 
Quietly he read, restraining himself, the first column and, yielding but resisting, 
began the second. Midway, his last resistance yielding, he allowed his bowels to ease 
themselves quietly as he read, reading still patiently, that slight constipation of 
yesterday quite gone. Hope it's not too big bring on piles again. No, just right. So. Ah! 
Costive one tabloid of cascara sagrada. Life might be so. It did not move or touch him 
but it was something quick and neat. Print anything now. Silly season. He read on, 
seated calm above his own rising smell.58 
 
:ŽǇĐĞ ?ƐŚĞŝŐŚƚĞŶĞĚƐĞŶƐŝďŝůŝƚǇǁŚĞŶĞŶŐĂŐŝŶŐǁŝƚŚƚŚĞĞǀĞƌǇĚĂǇƌĞƚĂŝŶƐĂŶĞƐƐĞŶĐĞŽĨ
stylism. The insignificant act of reading while sitting on the toilet is described in careful 
detail. The initial focus on the act of reading is textually framed as if in a close-up camera 
shot, then zooming out to see Bloom sitting, straining and still reading as if the entire action 
is being performed in slow-motion. The fact that this scene feels performed suggests the 
commonplace is transformed into something other-worldly, something removed, frozen in 
time by rhopography. With Joyce, as with Williams and others, there remains a drive to use 
observation of the everyday not only to describe its banality universally, but also to highlight 
its extraordinariness. To find something philosophically and aesthetically valuable in the 
mundane is of primary importance. In contrast, The 9 horse by Bukowski presents the banal 
as a different aesthetic. 
 
I was at the race track one day 
and I had drunk much beer the night before 
and I was late for the first race 
but I parked, hustled in, and I could 




feel this beershit really coming on, 
you know, not only coming on 
but I had to hold the cheeks of my ass 
together while walking real fast from 
the parking lot and through admissions 
and toward and in the crapper. 
Luckily, there was a stall and I got 
my pants and shorts down real fast 
and then it came: hot, glorious and 
stinking.59 
 
Bukowski refuses to comply with the thought that the commonplace is anything more than 
real objectiveness. There is nothing extraordinary in the lives and actions of Bukowskian 
subjects. Contrary to the modernist aesthetic, the everyday possesses no universal 
transcendence, artefacts are images powerful in themselves without the need to represent 
some other truth or sentiment. Eating, drinking, dressing, defecating are unconscious 
ĂĐƚŝŽŶƐǁŝƚŚůŝƚƚůĞĐŽŶŶĞĐƚŝŽŶƚŽƚŚĞǁŽƌůĚďĞǇŽŶĚƚŚĞŶĂƌƌĂƚŽƌ ?ƐŚŽƌŝǌŽŶ ?dŚŝƐĂďƐĞŶĐĞŽĨ
universality ultimately turns the everyday into a tool which can be effectively used to offer 
socio-cultural commentary and for Bukowski this means highlighting the working-class 
everyday. 
 
There exists a body of work created by American realist writers who attempt through a 
collection of gritty, hard-nosed and unsentimental texts to capture the reality of proletarian 
lives and document social inequalities. These individuals formed part of a sociocultural 
movement which emerged during the height of the Great Depression when artists, writers, 
film makers and other creatives allied themselves with the ideologies and politics of the 
working-ĐůĂƐƐ ?dŚŝƐ ‘WŽƉƵůĂƌ&ƌŽŶƚ ?ǁĂƐƌĞƐƉŽŶƐŝďůĞĨŽƌƚŚĞŽƉĞŶŝŶŐŽĨǁŽƌŬĞƌƐ ?ƚŚĞĂƚƌĞƐ ?ƚŚĞ
publication of proletarian literary magazines and the production and screening of political 
films60, and although it had a broad political focus, was nevertheless steeped in socialist as 
well as communist ideologies, and was decidedly anti-fascist, anti-racist in thinking. Short 
stories by Tillie Lerner Olson as well as novels by John Steinbeck and John Dos Passos among 
others establisheĚĂ ‘ĐƵůƚƵƌĂůĨƌŽŶƚ ?61 who in turn, resonated with writers such as John 
Fante, Carson McCullers, Raymond Carver and noir writers such as Raymond Chandler. All 
ƚŚĞƐĞŝŶĚŝǀŝĚƵĂůƐƐŚŽǁĐŽŶĐĞƌŶĨŽƌ ‘ĚŝƌƚƵŶĚĞƌŝƚƐĨŝŶŐĞƌŶĂŝůƐ ?62 narratives: a literary style 
lacking embellishments, focusing on working-class lifestyles and culture, combining aspects 
of modern urbanity with the portrayal of psychological and socio-economic issues affecting 
certain individuals and groups. This approach to writing also underpins BukowƐŬŝ ?ƐǁŽƌŬĂŶĚ
ĚĞŵŽŶƐƚƌĂƚĞƐŚŝƐĂďŝůŝƚǇƚŽĚĞƉŝĐƚƚŚĞĞǀĞƌǇĚĂǇŝŶĂĐŽŶǀŝŶĐŝŶŐĨĂƐŚŝŽŶ ?ƵŬŽǁƐŬŝ ?ƐƌĞĂůŝƐŵ
represents an attempt at authentically portraying the working-class experience. Concerned 
with work and the working class, he is never short of defending his standpoint and is swift in 
criticising what in his view are inaccurate descriptions of working life, as in this letter to his 
long-term editor and publisher John Martin. 
 
You know where I came from. Even the people who try to write about that or make 
ĨŝůŵƐĂďŽƵƚŝƚ ?ƚŚĞǇĚŽŶ ?ƚŐĞƚŝƚƌŝŐŚƚ ?dŚĞǇĐĂůůŝƚ “ ?ƚŽ ? ? ?/ƚ ?ƐŶĞǀĞƌ ?ƚŽ ? ?ƚŚĞƌĞ ?ƐŶŽ
free lunch break at those places, in fact, at many of them in order to keep your job 
ǇŽƵĚŽŶ ?ƚƚĂŬĞůƵŶĐŚ ?dŚĞŶƚŚĞƌĞ ?Ɛovertime and the books never seem to get the 




overtime right and if you complain about that ?ƚŚĞƌĞ ?ƐĂŶŽther sucker to take your 
place.63  
 
Despite writing narrative poems, Bukowski nevertheless gets it right detailing the drudgery 
and injustices of low-level employment. His poems question the promises of the American 
Dream and its implicit guarantee of upward social mobility and freedom of choice. This 
ĞƚŚŽƐŽĨ ‘ǁŽƌŬŚĂƌĚĂŶĚǇŽƵǁŝůůĂĐŚŝĞǀĞŐƌĞĂƚƚŚŝŶŐƐ ?ŝƐƋƵŝƚĞĐůĞĂƌůǇĂĨĂůůĂĐǇŝŶŚŝƐĞǇĞƐ ?
Workers are expendable and the reality of their lives needs to be brought to light 
accurately. Georg Lukács insists that realistic narratives must reveal the historical and 
sociological processes which affect the working-class, and must express the relationship 
between individuals and their reality, highlighting injustices to augment social change64. 
Although habitually a politically inactive person, Bukowski never supported any political 
party nor joined a trade union, his poetry nevertheless lends itself to ideological 
interpƌĞƚĂƚŝŽŶ ?ƉƌĞĐŝƐĞůǇďĞĐĂƵƐĞŝƚƌĞĨůĞĐƚƐ>ƵŬĄĐƐ ?ŝĚĞĂƐŽŶƌĞĂůŝƐŵ ?ĞŝƚĂŶĞǀĞŶŝŶŐŽĨďĂĚ
weather in poems like Trashcan lives65 or listening to A radio with guts66 ?ƵŬŽǁƐŬŝ ?ƐƌĞĂůŝƐŵ
penetrates to the underlying leftist social critique beneath an apparently mundane 
situation. In his work $$$$$$, ĂŶŽůĚĐŽĂƚǁŽƌŶďǇƚŚĞŶĂƌƌĂƚŽƌďĞĐĂƵƐĞ ‘ŝƚǁĂƐƌĂŝŶŝŶŐǀĞƌǇ
ŚĂƌĚ ?/ĚŝĚŶ ?ƚŚĂǀĞĂƌĂŝŶĐŽĂƚƐŽ ?/ƉƵƚŽŶĂǀĞƌǇŽůĚĐŽĂƚ/ŚĂĚŶ ?ƚǁŽƌŶĨŽƌ ?ŵŽŶƚŚƐ ?
becomes a vehicle for highlighting the unresolvable conflict between work, pay and 
ŝŶĚŝǀŝĚƵĂůƐ ?ĂƐŝƚĚĞƐĐƌŝďĞƐƚŚĞƌĞĂĐƚŝŽŶƐŽĨƚŚĞƐƉĞĂŬĞƌ ?ƐĐŽ-workers when he discovers 
some forgotten-about money in one of its pockets. 
 
I looked in the coat for some 
cigarettes 
and found a five dollar bill 
in the side pocket: 
 “ŚĞǇ ?ůŽŽŬ ? ?/ƐĂŝĚ ? “/ũƵƐƚĨŽƵŶĚĂ ?ĚŽůůĂƌ 
ďŝůů/ĚŝĚŶ ?ƚŬŶŽǁ/ŚĂĚ ?ƚŚĂƚ ?Ɛ 
ĨƵŶŶǇ ?67 
 
Surprisingly, this piece of unexpected good luck is not taken in the right spirit by his 
ĐŽůůĞĂŐƵĞƐǁŚŽŐƌĞĞƚŚŝŵǁŝƚŚ ‘ŚĞǇ ?ŵĂŶŬŶŽĐŬŽĨĨƚŚĞ ? ƐŚŝƚ ? ?68 ? ‘ǇŽƵ ?ƌĞŶŽƚĨƵŶŶǇ ?ƐŽn of/ a 
ďŝƚĐŚ ? ?69 ĂŶĚ ‘ƐŝƚĚŽǁŶĂŶĚŐĞƚƚŽ ? ǁŽƌŬ ?70. Clearly at this point in the poem the hostile 
response of the workers indicates something amiss in their relationship with the narrator. It 
ďĞĐŽŵĞƐĐůĞĂƌǁŚĞŶƚŚĞƌĞĂĚĞƌĨŝŶĚƐŽƵƚƚŚĂƚ ‘ƐŽŵĞŽĨƚŚĞŵǁĞƌĞǁorking/ ƚǁŽũŽďƐ ?71 to 
survive and have therefore little affinity with someone who can afford to absent-mindedly 
leave hard-ĞĂƌŶĞĚŵŽŶĞǇďĞŚŝŶĚŝŶĐŽĂƚƉŽĐŬĞƚƐ ?ůĞĂƌůǇŝŶĚŝǀŝĚƵĂůƌĞĂůŝƚŝĞƐĂŶĚ>ƵŬĄĐƐ ?Ɛ
sentiments are reflected in $$$$$$ ?ĂŶĚƵŬŽǁƐŬŝ ?ƐŝĚĞology shows to be akin to classical 
DĂƌǆŝƐŵ ?ůƚŚŽƵŐŚŝƚŝƐĚŽƵďƚĨƵůƵŬŽǁƐŬŝĞǀĞƌĂĐƚƵĂůůǇƌĞĂĚDĂƌǆ ?ƐǁƌŝƚŝŶŐƐĂƐŚĞ
demonstratively avoided political books of any kind, he comes to the same conclusions as 
Marx. In his essay on the alienation of labour, Marx argues that in a capitalist society which 
is divided into property owners and property-less workers, the workers not only suffer 
impoverishment but also experience an estrangement or alienation from the world as a 
result. These estrangements occur because (1) workers are alienated from the products of 
their labour. The products do not belong to them, they are removed by capitalist society, 
meaning the more actual product workers create, the less they own, so the fruits of their 
labour become alien objects. Everything a workforce creates is appropriated by a world to 




which the workers do not belong, alienating them further as their position in society shrinks 
in turn. Estrangement from the labour process (2) forces workers into the activity of 
production as a means of survival. The act of labour is forced, becomes unspontaneous and 
unnatural, and ultimately achieves no satisfaction or sense of pride, leading to a loss of self. 
This loss of self, or loss of connectedness to the self, reflects the alienatioŶĨƌŽŵ ‘ƐƉĞĐŝĞƐ-
ďĞŝŶŐ ?72, the human identity (3). Work loses its sense of purpose for a person, if the 
transformation of an object through practical activity is taken away by the division of labour 
and private ownership. The removal of the physicality of creation alienates workers from 
their bodies, their physical existence and so, their human potential. Division of labour and 
private ownership also causes workers to become alienated from each other (4). As labour 
becomes a commodity to trade in capitalist society, the relationships between people 
disintegrate as competitiveness in production takes hold. This inevitably causes conflict 
among workers and dissolves any common effort for survival or betterment. This in turn pits 
worker against worker, alienating members of the same class from their mutual interest.  
 
This seems to be exactly what is happening in $$$$$$. Bukowski portrays this alienation 
from labour as a psychologically and economically unfulfilling daily drudgery confronting 
readers with individuals who have become subhuman in their everyday functions, and their 
alienation is reflected in social relationships. Another sombre poem where workers are 
trapped, maimed and even destroyed by the unrelenting demands of their employment is 
Transformation and Disfiguration. Again, it is possible to apply a Marxist interpretation to 
ƚŚĞƉŽĞƚ ?ƐƚŚŝŶŬŝŶŐ ?ƵŬŽǁƐŬŝ ?ƐǁŽƌŬĞƌƐŚĂǀĞďĞĐŽŵĞĂĐŽŵŵŽĚŝƚǇĂŶĚĂƌĞƐŽĚĞǀĂůƵĞĚ ?
breakdowns and deaths seem to make little difference in the overall running of the 
organisation. Unfair dismissals are rife and apart from whispers among the mail clerks, there 
ŝƐŶŽĐŽŶĐĞƌŶƐŚŽǁŶĨŽƌƚŚŽƐĞ ‘ǁŚŽĂĨƚĞƌǇĞĂƌƐŽĨ ? sticking letters/ ũƵƐƚĐŽƵůĚŶ ?ƚĚŽŝƚ
ĂŶǇŵŽƌĞ ?73. As desperation increases amongst the employees, they are pitted against the 
job and each other, making it easier for an oppressive company hierarchy to manipulate and 
ƚŽĐŽŶƚƌŽůƚŚĞŵ ? ‘ƚŚĞƐƵƉĞƌǀŝƐŽƌƐďƌƵƚĂůŝǌĞĚƵƐ ? and the supervisors/ were in turn 
brutalized/ by their supervisors who/ ǁĞƌĞŝŶƚƵƌŶďƌƵƚĂůŝǌĞĚ ?74. This cycle of exploitation 
ŵĞĂŶƐƚŚĂƚ ?ĞǆŚĂƵƐƚĞĚĨƌŽŵŚĂǀŝŶŐƚŽŚŽůĚĚŽǁŶƚǁŽũŽďƐ ?>ŽƵŝĞ ? ‘ĨĞůůĂƐůĞĞƉŝŶďĞĚ ? 
smoking a cigarette/ the mattress caught fire/ ŚĞďƵƌŶĞĚƚŽĚĞĂƚŚ ?75 after his life had 
become servitude to wage; or Ralph, whose wife is unfaithful to him partly because he has 
ƚŽǁŽƌŬ ‘ĞůĞǀĞŶ-and-one-ŚĂůĨŚŽƵƌƐĂŶŝŐŚƚ ?76 leaving him little time to foster meaningful, 
ƉĞƌƐŽŶĂůƌĞůĂƚŝŽŶƐŚŝƉƐĂƚŚŽŵĞ ?zĞƚ ?ƚŚĞǇƐĞĞŵƚŽďĞ ‘ůŝƚƚůĞƚƌĂŐĞĚŝĞƐ ?77, a favourite 
ĞǆƉƌĞƐƐŝŽŶŽĨƵŬŽǁƐŬŝ ?Ɛ ? in the wider capitalist society. 
 




or they suddenly 
came up with speech defects 
or they were shaken by tremor or 
their eyes blinked or 
they came to work drugged or 
drunk or both 
 




it was terror and dismemberment  
and the survivors 
hunched on their stools wondering  
who would be next78 
 
A United States postal sorting office is not usually associated with the drudgery and dangers 
of industrial labour, indeed it is generally considered that a position in the postal service, a 
white-ĐŽůůĂƌĚŽŵĂŝŶ ?ŝƐĂƐŝŐŶŝĨŝĐĂŶƚŝŵƉƌŽǀĞŵĞŶƚŝŶĞŵƉůŽǇŵĞŶƚ ?,ŽǁĞǀĞƌ ?ƵŬŽǁƐŬŝ ?Ɛ
unpleasant picture of a group of workers, of which the narrator is a part, shows individuals 
that suffer, and as the poem progresses, members leave or die. This poem is particularly 
disheartening as Bukowski shows even in white-collar work there exists a class imbalance 
and it is obvious the entire system is broken. Exploitation fuels only more exploitation until 
the alienation becomes so oppressing, it leads to violence when a particularly despised 
supervisor is attacked with a knife. The only solution for the narrator is to reject labour all 
together, which he does at the end of the poem, by resigning from his post. However this 
ending is somewhat problematic, as it is clear to the reader that another equally demeaning 
workplace awaits the protagonist in the very near future. There are no opportunities for 
respite in the reality of Bukowskian subjects and the everyday only serves to dehumanise 
them further. Bukowski demonstrates the insidious unfairness which permeates the 
working environment where the power-ŝŵďĂůĂŶĐĞďĞƚǁĞĞŶ ‘ďŽƐƐ ?ĂŶĚĞŵƉůŽǇĞĞŝƐŶŽƚůŽƐƚ
on the naƌƌĂƚŽƌ ? ‘ǁĞĐůŝŵďĞĚŝŶƚŽŽƵƌŽůĚ ? automobiles to/ go to our places/ to drink half 
the night/ to fight with our women/ to return the next morning/ to punch in/ knowing we 
were/ suckers/ making the rich/ ƌŝĐŚĞƌ ?79 To imply however, that Bukowski holds overtly 
Marxist views is far-fetched. WŚĞƌĞƵŬŽǁƐŬŝ ?ƐƐƚƌĞŶŐƚŚůŝĞƐŝƐŝŶŚŝƐĨŽĐƵƐŽŶůĂďŽƵƌ ?ĂŶĚŝƚƐ
detrimental effects on the individual despite wider societal affluence. Bukowski critiques the 
concept as a whole. He centres it on workers who are un-skilled, are reduced to mindless 
repetition and have little autonomy, therefore making it easy for them to be exploited by 
the system; a system where the persons in charge abuse their status to escalate an already 
imbalanced situation further, exploiting somebody who they consider expendable. Bukowski 
shows the predisposed attitudes of employers towards their workers, the supposition that 
punitive measures are necessary to keep the underpaid employees in line and productive. 
 
ƵƚƵŬŽǁƐŬŝĚŽĞƐŶŽƚŽŶůǇĐŽŶĐĞƌŶŚŝŵƐĞůĨǁŝƚŚƚŚĞŝŶĚŝǀŝĚƵĂů ?ƐƐƚƌƵŐŐůĞĂƚƚŚĞǁŽƌŬƉůĂĐĞ ?
In poems such as Cockroach, he reveals the complexities of working-class life the individual 
has to face at home. In this poem, a blue-collar speaker discovers a cockroach in the 
ďĂƚŚƌŽŽŵŽĨŚŝƐƐŚĂďďǇ ‘,ŽůůǇǁŽŽĚĂŶĚtĞƐƚĞƌŶ ?80 apartment where infestations are part 
of the everyday. He kills the creature, delighting in blasting it repeatedly with insect spray. 
dŚĞĐŽĐŬƌŽĂĐŚǁŚŝĐŚƵŶƐƵĐĐĞƐƐĨƵůůǇƚƌŝĞƐƚŽ ‘ŚĂƵůŚŝƐďƵƚƚ ? ŝŶƚŽĂĐƌĂĐŬ ?81 gives the narrator 
 ‘ĂĚŝƌƚǇůŽŽŬ ?82 ďĞĨŽƌĞďĞŝŶŐĞǆƚĞƌŵŝŶĂƚĞĚďǇŚŝŵ ‘ǁŝƚŚĂƐƵďƚůĞƉůĞĂƐƵƌĞ ? because I pay the 
rent/ ĂŶĚŚĞĚŝĚŶ ?ƚ ?83. It is important to note that both the speaker and the cockroach 
represent the working-class experience here. Bukowski again highlights the 
disconnectedness of the poor to each other in a capitalist society. The speaker kills the 
cockroach which is struggling for survival in exactly the same environment he is. In fact, they 
both share the same squalid living conditions as each other and are both unwanted, 
rejected creatures. However there is a brutal absence of comradeship between the two, and 
there is a strong sense of superiority emanating from the narrator. It is he who earns the 
money necessary for survival, the cockroach is merely a squatter contributing nothing. The 




powerlessness felt by the narrator in a capitalist society is so absolute that the only way of 
gaining any kind of status and sense of self-worth is by crushing a similarly miserable 
creature. The macabre death of the cockroach is followed by the speaker flushing it 
unceremoniously down the toilet reminding the reader this will not be an isolated incident. 
The honesty of experience described in this poem not only serves to demonstrate working-
claƐƐƌĞĂůŝƚǇďƵƚĂůƐŽƐŚŽǁƐĐƵůƚƵƌĂůƐĞŶƐŝƚŝǀŝƚǇ ?ƵŬŽǁƐŬŝ ?ƐƚŽŶĞŝƐƐŽŵďƌĞ ?ƵŶƐĞŶƚŝŵĞŶƚĂů ?
depicting a working-class everyday where individuals try to compensate for the humiliation 
they endure at wok with a series of unsuccessful and unrewarding relationships with each 
other in the wider world. More often than not, the working-class person is the loser in 
ƵŬŽǁƐŬŝ ?ƐƉŽĞƚƌǇ ?Flophouse, a place of sheltered accommodation for the homeless or 
those with too little money to afford a cheap hotel room, is one of his most vivid poems 
illustrating the gritty realities of poverty. Here the narrator describes fifty-six men living and 
sleeping under one single lightbulb, compacted into one large, run-down room like sardines 
in a tin. Their place of rest is filled with grunts and snores which seem almost subhuman 
ĐƌĞĂƚŝŶŐĂƉŝĐƚƵƌĞŽĨƵƚƚĞƌĚĞƐƉĞƌĂƚŝŽŶ ?ƉŽǀĞƌƚǇĂŶĚ ‘ǁŽƌƐƚŽĨ ? all:/ the total/ absence of/ 
ŚŽƉĞ ? ?84 
 
your mind 
almost breaks  
under those  
death-like sounds 
 






























The smelly, soiled clothes are uncompromising images creating a brutal realism which 
challenges and shocks to confront readers with the everyday existence on the economic 
margins. Bukowski sheds light on what is the ordinary, the commonplace for working-class 
people like those men who can no longer look after themselves, economically and physically 
due to disability or mental health problems, and are therefore forced to spend extended 
ƉĞƌŝŽĚƐŽĨƚŝŵĞůŝǀŝŶŐƌŽƵŐŚŽŶƚŚĞƐƚƌĞĞƚƐ ?dŚĞƉŽĞŵ ?ƐƵŶƐĞŶƚŝŵĞŶƚĂůŝƚǇĐŽŶĨŝƌŵƐǁŚĂƚ
happens in a capitalist society when a person is no longer productive. Bukowski powerfully 
manipulates the everyday of the class struggle to create vivid and believable situations and 
there is an intimate knowledge of social and cultural spaces evident in the texts, and 
although those spaces may be removed from the reader by context, they are never too far 
removed to lose an opportunity for identification by the reader. 
 
It is evident that Bukowski straddles both modernist and realist tropes in his work. His 
poems have realist qualities as their depictions of lifelike, believable characters and scenes 
show the everyday struggles of the working-class and poor in a convincing fashion. 
However, Bukowski owes much to modernism due to his concern with the mundane, his 
reflection of an objective world and his need for cultural legitimacy. There are obvious 
differences between social ƌĞĂůŝƐŵĂŶĚĂĞƐƚŚĞƚŝĐŵŽĚĞƌŶŝƐŵŚŽǁĞǀĞƌƵŬŽǁƐŬŝ ?ƐƉŽĞƚƌǇ
manages to incorporate both, yet remains autonomous from either definitions. In his case, 
he experiences and writes about some of the worst aspects of the working-class everyday, 
whether it be poorly-paid, exploitative employment or poverty using realistic depictions 
which retain their contextual value. It is difficult to argue how accurate Bukowskian 
scenarios are, almost as impossible as defining how objective the objective world is, but this 
is not the point of his poetry. Bukowski gives a voice to lives of exclusion and it is his cultural 
engagement with the proletarian experience that has a profound impact on the reader as 
his reflective representations maintain a likeness and credibility usually reserved for non-
fiction works. In Bukowskian poetry, the boundaries between realism and modernism 
become blurred as social realities become the working-class everyday. 
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I am a being for itself which is for-itself only through another. Therefore the Other 
penetrates me to the heart. I cannot doubt him without doubting myself, since self-
consciousness is real only in so far as it recognises its echo in another.2 
 
/Ŷ,ĞŐĞů ?ƐŶŽƚĂďůĞĚĞƐĐƌŝƉƚŝŽŶŽĨƐĞůĨ-consciousness in the Propaedeutic, the relationship 
between the self and the other and its consequent struggle for recognition takes the form of 
ĂĚŝĂůĞĐƚŝĐĂůŶĂƌƌĂƚŝǀĞ ?/ŶƵŬŽǁƐŬŝ ?s poems, his lyrical subjects are inevitably revealed 
situated in a social world with which they find themselves at odds, continually 
acknowledging this dialectical nature of the self. Traditionally and habitually, the lyric has 
ůĞŶƚŝƚƐĞůĨƚŽĞǆƉƌĞƐƐŝŶŐǁŚĂƚŝƐŵŽƐƚŝŶĚŝǀŝĚƵĂůĂŶĚƉĞƌƐŽŶĂů ?ĂŶĚĂůƚŚŽƵŐŚƵŬŽǁƐŬŝ ?ƐŽǁŶ
ǀĞƌƐŝŽŶŽĨ ‘ůǇƌŝĐĂůƌĞĂůŝƐŵ ?3 in this sense dutifully complies, his insistence on focusing on the 
authorial self has caused critics and readers alike to adopt an over-emphatic view of 
ƵŬŽǁƐŬŝ ?ƐƌĞƉƌĞƐĞŶƚĂƚŝŽŶŽĨƚŚĞŝŶĚŝǀŝĚƵĂů. This in turn has almost certainly brought about 
the overlooking of the sizeable and significant social element in his work. The self in Charles 
ƵŬŽǁƐŬŝ ?ƐƉŽĞƚƌǇŝƐŝŶĞƐĐĂƉĂďůǇĚĞĨŝŶĞĚƚŚƌŽƵŐŚŝŶƚĞƌĂĐƚŝŽŶǁŝƚŚƚŚĞŽƚŚĞƌ ?ƌĞƐƵůƚŝŶŐŝŶ
poems which are more than the abstraction ŽĨĂŶŝŶĚŝǀŝĚƵĂů ?ƐĐŽŶƐĐŝŽƵƐŶĞƐƐ ?ŽƉƉŽƐŝŶŐƚŚĞ
removed, distant self, predominantly found in modernist writing. The social world the 
narrator inhabits is inextricably woven into his self and both the protagonist and the social 
world are mutually defined through interaction with each other. More interestingly perhaps, 
there is little to no attempt by the narrator to transcend the social world. Ultimately, 
ƵŬŽǁƐŬŝ ?ƐƚŚƌĞĂƚĞŶĞĚƐƵďũĞĐƚďŽƚŚƌĞĨƵƐĞƐĂŶĚĐƌĞĂƚĞƐƚŚĞƐŽĐŝĂůǁŽƌůĚ ?ĂǁŽƌůĚŽĨ
exploitation and manipulation of the working-ĐůĂƐƐ ?ƵŬŽǁƐŬŝ ?ƐƉŽĞƚƌǇƐŚŽǁƐĂĐƵƚĞ
awareness of the dialectical nature of the relationship between the self and the other, the 
individual and the social. His poems consist almost entirely of first-person, past-tense 
ŶĂƌƌĂƚŝǀĞƐǁŚŝĐŚŝŶĐůƵĚĞƚŚĞƉƌŽƚĂŐŽŶŝƐƚ ?ƐƐƵďũĞĐƚŝǀĞƌĞĂĐƚŝŽŶƐƚŽŽrdinary, everyday 
incidents ?^ƵĐŚĞŵƉŚĂƐŝƐŽŶƐƵďũĞĐƚŝǀŝƚǇĂůůŽǁƐƵŬŽǁƐŬŝ ?ƐƉŽĞŵƐĂĐĞƌƚĂŝŶƌŽŵĂŶƚŝĐ
sensibility. However, it is not the romantic intensity of feelings which infuse his poems, it is 
the dialectical relationship between subject and object, a poetry of experience, which 
proves central to his work, as Robert Langbaum states: 
 
Whether the poetry of experience starts out to be lyrical or dramatic, whether it 
ĚĞĂůƐǁŝƚŚĂŶĂƚƵƌĂůŽƌŚƵŵĂŶŽďũĞĐƚŽƌĂƐƚŽƌǇƚŚĂƚĞǀŽůǀĞƐŽƵƚŽĨƐŽŵĞŽŶĞ ?Ɛ
perception of a natural or human object, to the extent that it imitates the structure 
of experience, to the extent that its meaning is a movement of perception, it must 
be in final effect much the same  W both lyrical and dramatic, subjective and 
objective: a poetry dealing with the object and the eye on the object.4   
 
/ŶƵŬŽǁƐŬŝ ?ƐƉŽĞŵsweater ?ƚŚĞŶĂƌƌĂƚŽƌŝƐĂƚĂďĂŶŬƚŽ ‘ĚŽƐŽŵĞďƵƐŝŶĞƐƐ ? but there 
seems to be a problem with the computer terminal at his service window and the cashier 
has to ask a more senior colleague for help. A long wait ensues as the older teller is found in 
conversation with a young man in a yellow sweater. The narrator takes an immediate dislike 
to this character and as his impatience grows, he begins to make assumptions about the 
young man with,  





and these types usually wear 
sunglasses pushed back 
into their hair 
and I could sense 
that what he was talking about 





As their conversation continues, the wait to be served becomes intolerable and the narrator 
decides to take matters into his own hands. He resolves to walk over and speak to them.  ‘/
had to make the first post/ at the racetrack/ and these three were/ being rude, dumb, as if it 
ǁĂƐĂ ?ŶĂƚƵƌĂůŽƌĚĞƌŽĨďƵƐŝŶĞƐƐ ?6, 
 
I had no idea what I was going to 
say 
but it was going to be 
good. 
they stopped talking as I 
approached. 
then I heard the voice behind me: 




ĨƵŶĐƚŝŽŶ ? ?7 
 
Although it is a first-person narrative, this poem nevertheless presents an objective 
ĚĞƐĐƌŝƉƚŝŽŶŽĨDƌŚŝŶĂƐŬŝ ?ƐƌĞĂĐƚŝŽŶƚŽĂŶĞǀĞƌǇĚĂǇĞǀĞŶƚĂŶĚŝƚŝƐŚŝƐĞǆƉĞƌŝĞŶĐĞǁŚŝĐŚŝƐ
transmitted in the poem. Undoubtedly, readers will have encountered technical issues at a 
bank or a shop themselves, and at first view, this topic seems hardly worth of literary 
attention, yet Bukowski constructs this poem seemingly effortlessly, littering it with realistic 
dialogues and concrete observations. His almost nonchalant narrative lets his audience 
forget about its deliberate construction and mounting tenƐŝŽŶ ?ƵŬŽǁƐŬŝ ?ƐĞĨĨĞĐƚŝǀĞŵĞůĚŝŶŐ
of subjectivity and objectivity is accentuated by factual descriptions interspersed with the 
ŶĂƌƌĂƚŽƌ ?ƐŝŶĐƌĞĂƐŝŶŐŝŵƉĂƚŝĞŶĐĞĂŶĚĨƌƵƐƚƌĂƚŝŽŶ ?dŚĞůĞŶŐƚŚǇĚĞƐĐƌŝƉƚŝŽŶŽĨƚŚĞĞǀĞŶƚ
enables the reader to perceive the passing of time, and therefore the mental processes of 
the protagonist. This in turn evokes reader identification with the narrator and his long wait 
to be served. Therefore, details of both the narrative of a mundane event and the 
ƉƌŽƚĂŐŽŶŝƐƚ ?ƐƌĞĂĐƚŝŽŶƚŽŝƚ ?become relevant. This is important to note because despite the 
suspense and frustration generated, there is no satisfactory resolution to the conflict. The 
ĞǆƉĞĐƚĞĚĐůŽƐƵƌĞŽĨƚŚŝƐƐĐĞŶĞ ?ŚŝŶĂƐŬŝ ?ƐƐƵĐĐĞƐƐĨƵůŝŶƚĞƌǀĞŶƚŝŽŶ ?ŝƐƚĂŬĞŶĂǁĂǇďǇ
refraction, a deflection of focus, and leaves the poem unresolved, as the sleeves of the 
ǇŽƵŶŐŵĂŶ ?ƐƐǁĞĂƚĞƌ ‘ŶŽůŽŶŐĞƌ ?ƐǁƵŶŐ ?ĂďŽƵƚ ?ǁĞ ?ĚƐƉŽŝůĞĚĞĂĐŚŽƚŚĞƌƐ ? ?ĨƵĐŬŝŶŐ ?ĚĂǇ ?8. 
In ƵŬŽǁƐŬŝ ?ƐƐŚŽƌƚĞƌƉŽĞŵ ? the man in the brown suit, Chinaski is again plagued by the 




mundanity of a visit to the bank, and again he has issues with a character there, this time it 
is the bank manager, ǁŚŽ ‘ŚĂĚƚŚŝƐůŝƚƚůĞŵŽƵƐƚĂĐŚĞ ?ƚŚĂƚĚƌŽŽƉĞĚ ?ĂƚƚŚĞĞŶĚƐ ? ĂŶĚ ‘ŚĞƐĂƚ
there ĂƚŚŝƐĚĞƐŬ ?ĂƚƚŚĞ ?ďĂŶŬ ?9, 
 






The narrator ?s antagonism towards the man in the brown suit steadily builds as the 
description continues, despite neither the narrator nor the reader being clear as to what the 
exact reason for the discord is ? ‘ŚĞƐĞĞŵĞĚƚŽŚĂǀĞĂ way/ of glancing at/ me/ and I stared 
ďĂĐŬ ?/ĚŽŶ ?ƚŬŶŽǁǁŚĂƚ ?ŝƚǁĂƐ ?ƚŚĂƚĐĂƵƐĞĚƚŚĞ ?ĂŶŝŵŽƐ ƚǇ ?11. At this point in the narrative, 
Chinaski mentions a previously aborted act of challenging the man behind the desk, when 
 ‘ŽŶĞĚĂǇ/ĂůŵŽƐƚǁĞŶƚ ?ŽǀĞƌƚŚĞƌĂŝůŝŶŐ ?ƚŽĂƐŬŚŝŵ ?ǁŚĂƚƚŚĞŚĞůů ?ǁĂƐŚĞůŽŽŬŝŶŐ ?Ăƚ ? ?ďƵƚ
in Bukowskian, anti-climactic fashion, this is as far as the narrator only ever gets in his wish 
for self-ĂƐƐĞƌƚŝŽŶ P ‘ĂůŵŽƐƚ ?ĂĐŚŝĞǀŝŶŐƐŽŵĞƚŚŝŶŐ ?ƐŽ ‘ƚ ĚĂǇ/ǁĞŶƚŝŶ ?ĂŶĚƐƚŽŽĚŝŶůŝŶĞ ?12. 
  
It may be suggested that factual descriptions of non-events such as those in sweater and the 
man in the brown suit mean the focus on individual experience is lost. This is however not 
ƚŚĞĐĂƐĞŝŶƵŬŽǁƐŬŝ ?ƐƉŽĞƚƌǇ ?,ŝƐĐŽŵŵŝƚŵĞŶƚƚo realism in the poem indicates his refusal 
to conjure up a resolution which feels fabricated and hollow, thus rendering the poem true 
to his mundane life experience and the anti-climactic resolutions to its conflicts. Chinaski the 
narrator is frustrated by the social world and the fact that it denies him his chance for 
autonomy and action. The ending in sweater in particular highlights the inescapable 
mutuality of the world but at the same time suggests there is an irreconcilable conflict with 
it and indeed within it. There are other moments of friction in sweater, although reduced, 
between the cashier and the other bank employee, as well as the man in the yellow 
sweater, representing a line of individuals all with their own competing desires. However, 
neither of the two poems offer reconciliation between the narrator and other characters, 
only the resolution of an inanimate machine starting up again in the case of sweater or the 
beginning of another working day in the man in the brown suit. The strong presence of 
human antagonism adds a sense of autobiography to the narrative, and, as is the case with 
ŵŽƐƚŽĨƵŬŽǁƐŬŝ ?ƐƉŽĞƚƌǇ ?both sweater and the man in the brown suit focus on the 
ŶĂƌƌĂƚŽƌ ?Ɛmundane, everyday experiences. Nevertheless, because ƚŚĞŶĂƌƌĂƚŽƌ ?ƐǁŽƌůĚŝƐ
presented with such a great deal of realistic detail, and because the emphasis on the 
banality of the everyday is so prominent, the poem manages to reach beyond the 
straightforwardly subjective. Again, LangbauŵƉƌŽǀĞƐƚŽďĞŽĨŝŶƚĞƌĞƐƚŚĞƌĞ ? ‘ ?ƚ ?he poet 
talks about himself by talking about an object; and he talks about an object by talking about 
himself. Nor does he address either himself oƌƚŚĞŽďũĞĐƚ ?ďƵƚďŽƚŚƚŽŐĞƚŚĞƌ ?13. The sheer 
ordinariness of the content of both poems and the fact that Bukowski makes no attempt at 
abstraction or hyper-realism, means a distinct personality and voice are able to emerge. By 
continuously presenting the subject in relation to the social world, Bukowski avoids isolating 
it and much of what the reader learns about the narrator happens through his actions. In 
addition, the narrator is further defined through the characterisations he makes of others, 
such aƐƚŚĞǇŽƵŶŐŵĂŶŝŶƚŚĞƐǁĞĂƚĞƌǁŚŽŚĂƐ ‘ƚŚĞďůĂŶĚƵŶǁŽƌƌŝĞĚĨĂĐĞ ?ŽĨƐŽŵĞďŽĚǇ ?ƚŽ




ǁŚŽŵŶŽƚŚŝŶŐŚĂĚŚĂƉƉĞŶĞĚ ?ǇĞƚ ‘14, or the bank manager in his brown suit ǁŚŽ ‘ŚĂĚĂŶŽŶ-
committal/ yet self-ŝŵƉŽƌƚĂŶƚƉĞƌƐŽŶĂůŝƚǇ ?15, both of which are decidedly critical. 
>ĂŶŐďĂƵŵ ?Ɛ earlier point, and the refraction of the narrator, implies a relationship between 
the narrator and the other characters which denotes a mutual characterisation where 
neither subject nor object can be examined independently of one another. The authorial self 
ŝŶƵŬŽǁƐŬŝ ?ƐǁŽƌŬĐĂŶŶĞǀĞƌďĞŝƐŽůĂƚĞĚ ?ŝƚŽŶůǇĞǆŝƐƚƐƚŚƌŽƵŐŚƚŚĞŝŶƚĞƌĂĐƚŝŽŶǁŝƚŚŽƚŚĞƌƐ ? 
 
ƵŬŽǁƐŬŝ ?Ɛƌealism, as observed in sweater and the man in the brown suit, proves integral to 
his work and other poems such as eĂƚŝŶŐŵǇƐĞŶŝŽƌĐŝƚŝǌĞŶ ?ƐĚŝŶŶĞƌĂƚƚŚĞ^ŝǌǌůĞƌ focus on 
the same everyday banality, like visiting a local diner to catch an early bird special where 
 ‘ďĞƚǁĞĞŶ ?ĂŶĚ ?Ɖ ?ŵ ?ĂŶǇĚĂǇĂŶĚĂŶǇƚŝŵĞŽŶ^ƵŶĚĂǇĂŶĚ ?tĞĚŶĞƐĚĂǇ ?ŝƚ ?Ɛ ? ?A?ŽĨĨĨŽƌ ?us 
ŽůĚĚŽŐƐĂƉƉƌŽĂĐŚŝŶŐƚŚĞƐƵŶƐĞƚ ? ? The poem begins with the narrator sitting alone, watching 
the other diners eat, drink unpalatable coffee, have conversations with eacŚŽƚŚĞƌ ? ‘ĂŶĚjust 
 ?Žƌ ?ďůŽĐŬƐŶŽƌƚŚŝƐ ?ƚŚĞĐĞŵĞƚĞƌǇ ?16. When he has finished his own meal and readies 
himself to leave, the narrator finds exiting the restaurant more challenging than expected.  
 
/ ?ŵďůŽĐŬĞĚďǇĂŶŽůĚŐŝƌů 
in a walker 
followed by another old girl 
whose back is bent 
like a bow. 
their faces, their arms 
their hands are like 
parchment 
as if they had already been 
embalmed 
but they leave quietly.17 
 
As he tries to leave for a second time, his attempt is again thwarted and the narrator finds 
his ǁĂǇŽďƐƚƌƵĐƚĞĚĂŐĂŝŶ ?ƚŚŝƐƚŝŵĞďǇĂŶĞŶŽƌŵŽƵƐǁŚĞĞůĐŚĂŝƌǁŝƚŚ ‘ƚŚĞďĂĐŬƚŝůƚĞĚůŽǁ ?ŝƚ ?Ɛ
ĂůŵŽƐƚůŝŬĞĂďĞĚ ?ĂǀĞƌǇĞǆƉĞŶƐŝǀĞ ?ŵĞĐŚĂŶŝƐŵ ?, 
 
an awesome and glorious 
receptacle 
the chrome glitters 
and the thick tires are 
air-inflated 
and the lady in the chair and 
the lady pushing it 
look alike, 
sisters no doubt, 
ŽŶĞ ?ƐůƵĐŬǇ 
gets to ride, 
and they go by 
again very white.18 
 




dŚĞƉŽĞŵ ?ƐŚƵŵĂŶŝƚǇƐƚĞŵƐĨƌŽŵŝƚƐunflinching engagement with the mental and physical 
ĂĨĨůŝĐƚŝŽŶƐŽĨĂŐŝŶŐĂŶĚƚŚĞŶĂƌƌĂƚŽƌ ?ƐĂďƐĞŶĐĞŽĨĂŶǇŵŽƌĂůŝƐĂƚŝŽŶ ?,ĞŶĞŝƚŚĞƌǁŝƐŚĞƐĂǁĂǇ
ŶŽƌŐůŽƐƐĞƐŽǀĞƌƚŚĞƐƚƌƵŐŐůĞƐŽĨƚŚĞĞůĚĞƌůǇŚĞĞŶĐŽƵŶƚĞƌƐ ?dŚĞŚƵŵŽƵƌŝŶƚŚĞůŝŶĞƐ ‘ŽŶĞ ?Ɛ
ůƵĐŬǇ ?ŐĞƚƐƚŽƌŝĚĞ ? ŚŝŐŚůŝŐŚƚƐƚŚĞĂďƐƵƌĚŝƚǇŽĨƚŚĞƐŝƐƚĞƌƐ ?ƐŝƚƵĂƚŝŽŶ ?ďƵƚĚŽĞƐƐŽǁŝƚŚŽƵƚ
ƌŝĚŝĐƵůĞ ?ďƵƚǁŝƚŚĞŵƉĂƚŚǇĂŶĚĂĚĞŐƌĞĞŽĨƌĞǀĞƌĞŶĐĞĂƐŚĞǁĂŝƚƐĨŽƌƚŚĞ ‘ůĂĚǇ ?ƚŽůĞĂǀĞ ?dŚĞ
narrator makes no subjective comments about his feelings, and as he weaves together 
threads of descriptions and observations on the subject of aging, he allows his 
consciousness to play freely with the mundane details of a banal, everyday moment. 
Although there is no conventional moral to this narrative poem of an everyday experience, 
it cannot be viewed as concrete, naturalistic description either. Russell Harrison points out 
that it is  ‘ŽŶĞŝŶĚŝǀŝĚƵĂů ?ƐǀŝǀŝĚůǇƌĞĂůŝǌĞĚƉĞƌĐĞƉƚŝŽŶŽĨŽŶĞůŝĨĞ ?ƐƉŽŝŐŶĂŶƚŵŽŵĞŶƚƐƚŚĂƚ
ĂƚƚĞŵƉƚƐƚŽĚŽĨƵůůũƵƐƚŝĐĞƚŽďŽƚŚƚŚĞĞǀĞŶƚĂŶĚƚŚĞƐƵďũĞĐƚ ?s perception and reaction to 
ŝƚ ?19. Bukowski infuses his narrators and protagonists with both subjective expression as well 
as objective comment and this subjectivity/objectivity remains interdependent. The 
descriptions given by the protagonist of characters like the young man and the bank 
manager are both objective observations of physical attributes, yet at the same time the 
reader is able to ĚĞĐŝƉŚĞƌƚŚĞŶĂƌƌĂƚŽƌ ?ƐŽƉŝŶŝŽŶ of or attitude towards these characters. 
Specifically, it is these descriptions which establish the relationship the subject has with the 
wider world, and whether this relationship is a positive or a negative one, and it is the 
ƐƵďũĞĐƚ ?Ɛreaction to the relationship which ĐŽŶƐƚŝƚƵƚĞƐƉĂƌƚŽĨƚŚĞĂƉƉĞĂůŽĨƵŬŽǁƐŬŝ ?Ɛ
poetry. Works such as sweater, the man in the brown suit and eĂƚŝŶŐŵǇƐĞŶŝŽƌĐŝƚŝǌĞŶ ?Ɛ
dinner at the Sizzler gain significance because of the fact that these poems present a 
working-class reaction to a predominantly middle-class social world, of which the narrator 
finds himself consistently ŽŶƚŚĞƉĞƌŝƉŚĞƌǇ ?dŚĞǁĂǇƵŬŽǁƐŬŝ ?ƐƉŽĞƚƌǇĂĚĚƌĞƐƐĞƚŚŝƐŝƐďǇ
grounding subjectivity of the mundane and the banal in this unrelatable social world, with 
socio-political commentary. This commentary is important for the establishment of meaning 
in BukowsŬŝ ?ƐǁŽƌŬǁŚĞƌĞĞǀĞŶƐĞĞŵŝŶŐůǇĐĂƐƵĂůůŝŶĞƐŚŽůĚƐŝŐŶŝĨŝĐĂŶĐĞ ?^ƵĐŚůŝŶĞƐĂƉƉĞĂƌŝŶ
the poem the freeway life, which centres on the narrator ĨŽƌǁŚŽŵ ‘ŝƚŚĂĚďĞĞŶĂƚĞƌƌŝďůĞ
ǁĞĞŬĂůƌĞĂĚǇ ?20, getting into trouble in his battered car while driving along one oĨ> ? ? ?Ɛ
major freeways. 
 
some fool kept blocking me and I finally got around him, and 
 in the  
elation of freedom I ran it up to 85 (naturally, first checking 
 the rear 
view for our blue suited protectors); then I felt and heard the 
 SMASH of a hard 
object upon the bottom of my car, but wanting to make the 
 track I willed 
myself to ignore it (as if that would make it vanish) even 
 though I began  
to smell gasoline. 
I checked the gas gauge and it seemed to be holding. . .21 
 
Bukowski uses these beginning lines to set up what turns out to be quite a journey for the 
protagonist as he negotiates heavy traffic and other motorists, while simultaneously trying 
to stay in control of the increasingly desperate situation. When traffic grounds to a halt 




beĐĂƵƐĞĂŵĂŶ ‘ ?ŵŝůĞƐƵƉ ?ŽŶƚŚĞsĞƌŶŽŶŽǀĞƌƉĂƐƐŚĂĚŽŶĞůĞŐŽǀĞƌƚŚĞƐŝĚĞĂŶĚǁĂƐ ?
ƚŚƌĞĂƚĞŶŝŶŐ ?ƐƵŝĐŝĚĞ ? ?ŝƚďĞcomes obvious to the narrator that he has to take charge of the 
ƐŝƚƵĂƚŝŽŶ ? ‘ĂƐƉĞŽƉůĞǇĞůůĞĚĂƚŵĞƚŚĂƚŵǇƚĂŶŬǁĂƐďƌŽŬĞŶĂŶĚƉŽƵƌŝŶŐ ?ŐĂƐŽůŝŶĞ ?22. 
 
there was no motion in the traffic  W the suicide was still trying 
 to make 
up his mind and my gas gauge dipped into the red 
and then the necessity of being a proper citizen and waiting for 
 opportunity 
vanished and I made my move 
up and over a cement abutment 
bending my right front wheel 
I mad it to the freeway exit which was totally 
clear23     
 
Bukowski places the emphasis on the isolated subject besieged by the outside world. The 
protagonist is attempting to protect and recover subjectivity threatened by the Bukowskian 
 ‘ƐŵĂůůƚƌĂŐĞĚǇ ?, in this case, traffic and other motorists. Tension runs throughout the entire 
poem as characters show nothing but antagonism towards each other, particularly those in 
more vulnerable positions, be it economical or psychological ones. The motorists have more 
concern for their own discomfort than for the man threating suicide or for the narrator who 
ŝƐŚŝŵƐĞůĨƚŚƌĞĂƚĞŶĞĚǁŝƚŚĚĞĂƚŚďǇ ‘ďĞŝŶŐďůŽǁŶƚŽŚĞůů ?24. Nobody offers the protagonist, 
or the man on the overpass, any assistance. Instead, they gesticulate and shout at him, 
struggling in his dilapidated car and the narrator is only too familiar with their abuse, 
ƐŚƌƵŐŐŝŶŐŽĨĨƚŚĞŝƌĂŶŐĞƌǁŝƚŚ ? ‘ǇĞƐ ?/ŶŽĚĚĞĚďĂĐŬ ?/ ŶŽǁ ?/ŬŶŽw ?25. The Bukowskian 
protagonist knows his subjectivity is excluded from their middle-class social world and 
realises that the only way to assert himself ŝƐďǇƌĞƐŝƐƚĂŶĐĞĂŶĚŚŝƐƌĞĨƵƐĂůŽĨďĞŝŶŐ ‘ĂƉƌŽƉĞƌ
ĐŝƚŝǌĞŶ ? ?KŶůǇƚŚĞŶĚŽĞƐŚĞŵĂŶĂŐĞƚŽďƌĞĂŬĨƌĞĞ ?ĂůƚŚŽƵŐŚŶŽƚƵŶƐĐĂƚŚĞĚ ?ĂƐŚŝƐcar 
ƌĞĐĞŝǀĞƐŵŽƌĞĚĂŵĂŐĞ ? ‘ďƵƚ ?ǇŽƵŬŶŽǁ ?ĚĞĨĞĂƚĐĂŶƐƚƌĞŶŐthen just as victory can/ weaken, 
and if/ you have the proper luck and the holy endurance the gods just/ might ĚĞůŝǀĞƌ ?26. 
Bukowski litters poems like the freeway life with subtle social references and for him, the 
ƌĞĐŽŐŶŝƚŝŽŶŽĨƐƵďũĞĐƚŝǀŝƚǇĂŶĚŝƚƐ ‘ŚŽůǇĞŶĚƵƌĂŶĐĞ ?ŝŶǀŽůǀĞƐƚŚĞƌĞĐŽŐŶŝƚŝŽŶŽĨ ?ĂŶĚ
ultimately the resistance to, the social world, in defence of its own working-class existence. 
ƵŬŽǁƐŬŝ ?ƐƉŽĞŵƐƌĞƚĂŝŶƚŚĞŝƌƐĞŶƐĞŽĨǁŽƌŬŝŶŐ-class existence through experience, and 
from experience. A poem exemplifying this is houses and dark streets, in which the narrator 
loses his way on a return drive from the Santa Anita racetrack. 
 
I swung off onto a side road to avoid the 
traffic and the side road started to curve sharply and I 
worried about that so cut off onto another side road 
ĂŶĚ/ĚŽŶ ?ƚŬŶŽǁǁŚĞŶŝƚŚĂƉƉĞŶĞĚďƵƚƚŚĞƉĂǀĞĚ 
street vanished and I was driving along on a 
small dusty road and then the road started 
climbing as the evening darkened into night and 
I kept driving, feeling completely idiotic and 
vanquished. 
I tried to turn off the steep road but each 




turn led me to a narrower road climbing even higher, and 
 ? ? ? 
 
the road climbed higher and higher into the hills and 
then I was on top of wherever it was and there was a lovely 
little village brightly lit with neon signs and the language 
on all the signs was Chinese! and then I knew that  
I was both lost and insane! 
I had no idea what it all meant, so I just kept driving 
and then looking down I saw the Pasadena freeway 
a thousand feet below: all I had to do was find  
a way to get down there. 
and that was another nightmare trying to  
work my way down from those steep streets lined with 
expensive dark houses. 
the poor will never know how many rich hide out 
quietly in those hills. 
I finally reached the freeway after another 45 
minutes and, of course, I got on in the wrong 
direction.27 
 
Again, the narrator is an isolated subject in a hostile wider world. In fact, the reason for the 
narrator losing his way is because he tries to assert himself in an environment he does not 
know and does not belong. Ironically however, his assertion only leads to more confusion 
and more isolation. As the scene unfolds, the narrator has to relinquish more and more of 
ŚŝƐŐŽǀĞƌŶĂŶĐĞŽǀĞƌƚŚĞƐŝƚƵĂƚŝŽŶĂŶĚďĞŐŝŶƐƚŽďĞ ‘ǁŽƌƌŝĞĚ ?ĂŶĚĚƌŝǀŝŶŐĂůŽŶŐ ?ŚĞŝƐ  ‘ĨĞĞůŝŶŐ
ĐŽŵƉůĞƚĞůǇŝĚŝŽƚŝĐĂŶĚ ?ǀĂŶƋƵŝƐŚĞĚ ? ?tŝƚŚĞĂĐŚĂƚƚĞŵƉƚĂƚƌĞŐĂŝŶŝŶŐĂƵƚŽŶŽŵǇ ?ŚĞŝƐƚĂŬĞŶ
further and further away, up the hilly landscape. Finally, it becomes apparent the narrator 
has lost all control. Here again, as in the freeway life, the reader is reminded of the idea of 
conflict. Although there are no other characters in this poem, there nevertheless remains a 
sense of antagonism with the social world. The spontaneous feel of the narrative helps to 
ůĞŐŝƚŝŵŝƐĞƚŚĞŶĂƌƌĂƚŽƌ ?ƐĞǆƉĞƌŝĞŶĐĞĂƐƐŽŵĞƚŚŝŶŐǁŚŝĐŚŝƐĨŽƌĐĞĚƵƉŽŶŚŝƐĐŽŶƐĐŝŽƵƐŶĞƐƐ
rather than something meticulously injected into the poem. Forming a connection between 
Bukowski and romanticism, Langbaum notes of both romanticism and modern poetry, that 
 ‘ƚŚĞƉŽĞƚĚŝƐĐŽǀĞƌƐŚŝƐŝĚĞĂƐƚŚƌŽƵŐŚĂĚŝĂůĞĐƚŝĐĂůŝŶƚĞƌĐŚĂŶŐĞǁŝƚŚƚŚĞĞǆƚĞƌŶĂůǁŽƌůĚ ? ?
ƉůĂĐŝŶŐŝƚŝŶĚŝƌĞĐƚŽƉƉŽƐŝƚŝŽŶƚŽƚŚĞ ‘ƚƌĂĚŝƚŝŽŶĂůůǇƌŝĐŝŶǁŚŝĐŚƚŚĞƉŽĞƚƐĞƚƐĨŽrth his already 
ĨŽƌŵƵůĂƚĞĚŝĚĞĂ ?28. The recognition of the social world is a major feature in Bukowskian 
poetry and the defining of the subject through the social world shapes a core for expression. 
The extent through which the self has to negotiate loyalty to ĂƉĞƌƐŽŶĂŶĚƚŽƐŽĐŝĞƚǇ ?ƐǁŝůůŝƐ
ƌĞĨůĞĐƚĞĚŝŶƚŚĞĨƌĞƋƵĞŶĐǇǁŝƚŚǁŚŝĐŚƉĞƌƐŽŶĂůĂƐƐĞƌƚŝŽŶƚĂŬĞƐƉůĂĐĞ ?ƵŬŽǁƐŬŝ ?ƐƉŽƐŝƚŝŽŶŝƐ
not an uncommon stance against the structures of domination in society and his narrators 
find themselves in direct opposition to ƚŚĞtŚŝƚŵĂŶŝĂŶŵŽĚĞŽĨ ‘/ĐĞůĞďƌĂƚĞŵǇƐĞůĨ ?29, rarely 
displaying positivity, instead presenting a subjectivity of steadfast defensiveness. The poem 
education is an example of such a joining of discourse and narration. 
 
at that small inkwell desk 
I had trouble with the words 




 “ƐŝŶŐ ?ĂŶĚ “ƐŝŐŶ ? ? 
/ĚŽŶ ?ƚŬŶŽǁǁŚǇ 
but 
 “ƐŝŶŐ ?ĂŶĚ “ƐŝŐŶ ? P 
it bothered me. 
 
 ? ? ? 





ĨŝĞƌĐĞĨĂĐĞ ?ƌƵŶƐ ‘ƐŚĂƌƉůǇƚŽĂƉŽŝŶƚ ?31, calls a meeting with him and his mother to discuss his 
apparent failures. 
 
 “ŚĞ ?ƐŶŽƚůĞĂƌŶŝŶŐ 
ĂŶǇƚŚŝŶŐ ? ?ƚŚĞƚĞĂĐŚĞƌ 
told my  
mother. 
 
 ? ? ? 
 
 “ŚĞ ?ƐŶŽƚtrying, Mrs. 
ŚŝŶĂƐŬŝ ? ?
 
Walking home after the meeting, Chinaski is being told by ŚŝƐŵŽƚŚĞƌ ? ‘your father is so 
ĚŝƐĂƉƉŽŝŶƚĞĚŝŶ ?ǇŽƵ ?/ĚŽŶ ?ƚ know what we are/ going to do ?32. This statement sparks an act 
of defiance,  ‘I decided not to learn anything/ in that ?ƐĐŚŽŽů ?33. The fact that young Chinaski 
ŽŶůǇƐƚŽƉƐ ‘ƚƌǇŝŶŐ ?ǁŚĞŶŚĞŝƐĨŽƌĐĞĚƚŽĂƐƐĞƌƚŚŝŵƐĞůĨŝŶƌĞƐŝƐƚĂŶĐĞƚŽan authoritarian force, 
makes it clear that any possible mediation between the refusal and the narration is 
subverted and all that remains is the issue of absence of choice. The subject has no other 
way of reacting when threatened by the dominant structures, non-cooperation is the only 
way to assert autonomy of self. In /ĚŝĚŶ ?ƚǁĂŶƚƚŽ ? the insistence of autonomy of self is 
taken one step further. 
 
I was always a bad typist and I never learned to spell 
ďĞĐĂƵƐĞ/ĚŝĚŶ ?ƚǁĂŶƚƚŽ ? 
 
I never learned properly how to drive an automobile 
and I bought 
my first one off a used car lot for $35, got in with 
my drunken lady and almost ripped off the side of a  
hospital making my left turn. 
 
/ĚŝĚŶ ?ƚǁĂŶƚƚŽůĞĂƌŶŵƵƐŝĐďĞĐĂƵƐĞ/ĚŝƐůŝŬĞĚ 
the teacher with her white wig and her powdered face. 
 





athlete and they put me in a manual of arms competition 
ĂŶĚ/ĚŝĚŶ ?ƚǁĂŶƚƚŽǁŝŶĂŶĚ/ǁŽŶĂŶĚƚhey gave me a 




pass on the street.34 
 
dŚĞƐƵďũĞĐƚĂƐƐĞƌƚƐŝƚƐĞůĨďǇƌĞĨƵƐŝŶŐƐŽĐŝĞƚǇ ?ƐĚĞŵĂŶĚƐ ?dǇƉŝŶŐ ?ƐƉĞůůŝŶŐ ?ĚƌŝǀŝŶŐ ?
reading/playing music, military training, all typical requests involving often strict and specific 
rules put to an individual being socialised. The reasons for refusal are trivial and rather 
idiosyncratic but what is at the core of the issue is not the nature of the demands, but the 
fact that demands are being put forward in the first place. It is the loss of autonomy which is 
at stake for Bukowski and behind this loss is tŚĞŶĂƌƌĂƚŽƌ ?ƐƐĞŶƐĞƚŚĂƚŚĞŝƐďĞŝŶŐĞǆƉůŽŝƚĞĚ
and/or manipulated. He may or may not want to do something, but whatever the requests, 
he wants to choose to do it, on his own terms. The dilemma faced by the Bukowskian 
protagonist is the mutual necessity of self and other, subject and object. Even if refusal is 
executed, it is an actuality the narrator cannot escape. There is also the condition that the 
ƐŽĐŝĂůǁŽƌůĚŝƐĐŽŶƐƚŝƚƵƚĞĚŝŶĂŚŝĞƌĂƌĐŚǇŽĨƉŽǁĞƌ ?dŚĞƐƵďũĞĐƚŝŶƵŬŽǁƐŬŝ ?ƐƉŽĞƚƌǇƌĞĨƵƐĞƐ
authority by ǁŚĂƚ,ĞŐĞůĐĂůůƐƚŚĞ ‘ŶŶĞƌŬĞŶŶƵŶŐ ?35, the recognition of its power, without 
which it will collapse, while yet remaining within the social world. By refusing authority, 
Bukowski refuses exploitation. However, it is not always easy to avoid exploitation at the 
ŚĂŶĚƐŽĨĂƵƚŚŽƌŝƚǇ ?dŚĞƐƚĂŶĐĞƵŬŽǁƐŬŝ ?ƐƐƵďũĞĐƚƚĂŬĞƐŝƐƚŽƉƌĞ-empt any threats of 
objectification and victimisation by immediately objectifying himself to the point of denying 
his own humanity, as well as those of others. The ending of /ĚŝĚŶ ?ƚǁĂŶƚ to, describes the 
death of a lover many years before at the same time as the demise of the first automobile: 
 
I really did buy my first automobile for $35 and I asked the man, 
 “ĚŽĞƐƚŚĞŵŽƚŽƌƐƚĂƌƚ ?ĚŽĞƐŝƚŚĂǀĞĂŬĞǇ ? ? 
ŝƚĚŝĚŶ ?ƚŚĂǀĞĂŶǇƐƉƌŝŶŐƐŽƌĂƌĞǀerse gear and to make the 
ŚĞĂĚůŝŐŚƚƐǁŽƌŬ/ ?ĚŚĂǀĞƚŽŚŝƚĂŚĂƌĚďƵŵƉŝŶƚŚĞƌŽĂĚ ? 
and I had to park it on a hill to get it started, 
it ran for two years without my changing the oil and when 
the car 
finally died I just left it and walked away. the 
drunken lady who had been along for that first ride past the 
hospital, she lived a little longer, with me and without me, 
but mostly with me, she died and I buried her one warm, 
afternoon north of Anaheim, and the best thing about 
ŚĞƌǁĂƐƐŚĞŶĞǀĞƌƐĂŝĚ ? “ůĞƚ ?ƐƚĂůŬƚŚŝƐƚŚŝŶŐŽƵƚ ? ? 
 
she was a typist for a large downtown furniture store 











This ending is poignant because to the very last line, the self is divided and the conflict 
resulting from this division is present in a troubling admission. In the last two lines the 
narrator utters he should have loved his companion more, the question now arises as to 
why. To say that it is because she had the most beautiful legs is a simplification, and too 
ŐĞŶĞƌĂů ?ĂŶĚƚŽŽĞĂƐǇĂŶŝŶƚĞƌƉƌĞƚĂƚŝŽŶ ?dŚĞŝĚĞĂƉĞƌƐŝƐƚƐƚŚĂƚƚŚĞ ‘ƐŚŽƵůĚ ?ůŝŶŬƐƚŽƚŚĞ
demands of the social world and conventions individuals are required to live by. It can be 
argued that in this instance, the narrator is trying to elicit understanding from the reader by 
equating his refusal with a rejection of idealised and romanticised relationship dynamics. 
However, it may be suggested that the ƉŚƌĂƐĞ ‘/ĚŝĚŶ ?ƚǁĂŶƚƚŽ ?ĐĂŶďĞƐƵďƐƚŝƚƵƚĞĚǁŝƚŚƚŚĞ
ƐŝŵƉůĞ ‘/ĐŽƵůĚŶ ?ƚ ? ?dŚŝƐĂŐĂŝŶ ?ƌĂŝƐĞƐƚŚĞŝƐƐƵĞŽĨĂďƐĞŶĐĞŽĨĐŚŽŝĐĞ ?dŚĞŶĂƌƌĂƚŽƌƐŝŵƉůǇ
cannot offer more of his autonomy, as it would mean vulnerability and loss of control. If this 
argument is followed to its logical conclusion, in the last line as well as through the entirety 
of the poem, it becomes clear that a psychological truth lies behind the philosophical point 
Bukowski is making. Yet, typically for Bukowski, the resolution escapes the reader as it is 
neither clear if the narrator had a conscious choice nor whether he did not. 
 
dŚĞŶĂƌƌĂƚŽƌƐŝŶŵŽƐƚŽĨƵŬŽǁƐŬŝ ?ƐǁŽƌŬƐĨĞĂƌǀƵůŶĞƌĂďŝůŝƚǇĂŶĚƚŚĞŝŶǀŽůǀĞŵĞŶƚŝŶ
authoritarian systems of domination. The stoic and unsentimental attitude of the subject, as 
in /ĚŝĚŶ ?ƚǁĂŶƚƚŽ, is linked to his refusal to participate. This attitude is also an attempt to 
reject interpersonal relationships, events, as well as the wider social world, as, ultimately, 
involvement only ends in disappointment and exploitation. What is the crux here is the fact 
ƚŚĂƚƵŬŽǁƐŬŝ ?ƐƉŽĞƚƌǇƚƌĞĂƚƐƚŚŝƐŝƐƐƵĞƐĞƌŝŽƵƐůǇĂŶĚƚŚĂƚŝƚƉƌĞƐĞŶƚƐŚŝƐŽŶŐŽŝŶŐĐŽŶĐĞƌŶƐ
ŽĨŝŶĨƵƐŝŶŐŚŝƐŶĂƌƌĂƚŝǀĞƐǁŝƚŚŝĚĞĂƐŽĨƚŚĞƐĞůĨ ?,ŝƐŶĂƌƌĂƚŽƌ ?ƐƌĞĨƵƐĂůƚŽĐŽŵŵƵŶŝĐĂƚĞ ?the 
feeling of relief when a lover never asks to talk about things, is striking throughout 
ƵŬŽǁƐŬŝ ?ƐǁŽƌŬ ?ĂƐŚĞƌĞŵŝŶĚƐŽŶĞĞǆ-partner in out of the blue ? ‘/ŶĞǀĞƌďĞůŝĞǀĞĚŝŶ
ĚŝƐĐƵƐƐŝŽŶƐ ?/ƐĂŝĚ ?ƚŚĞƌĞ ?ƐŶŽƚŚŝŶŐƚŽ ?ĚŝƐĐƵƐƐ ?37. But when she suggests to him to try and 
communicate, the narrator remains resolute. 
 
 “ ‘ĐŽŵŵƵŶŝĐĂƚĞ ?ŝƐĂŶŽǀĞƌƵƐĞĚǁŽƌĚůŝŬĞ 
 ‘ůŽǀĞ ? ? ?/ƚŽůĚŚĞƌ 
 
 “ďƵƚĚŽŶ ?ƚǇŽƵƚŚŝŶŬƚǁŽƉĞŽƉůĞĐĂŶ 
 ‘ůŽǀĞ ? ? ?ƐŚĞĂƐŬĞĚ ? 
 
 “ŶŽƚŝĨƚŚĞǇƚƌǇƚŽ ‘ĐŽŵŵƵŶŝĐĂƚĞ ? ? ? 
I answered. 
 
Rift is another exemplar poem illustrating refusal of participation by, again, applying 
ƌĞĨƌĂĐƚŝŽŶ ?/ŶƚŚŝƐƉŽĞŵ ?ƚŚĞƉƌŽƚĂŐŽŶŝƐƚ ?ƐůŽǀĞƌĐŚĂůůĞŶŐĞƐŚŝŵŽŶŚŝƐŶŽŶ-compliance in 
discussing problems in their relationship. The narrator barely utters a word and is entirely 
characterised through her scathing comments: 
 
look at you! 
sitting in that god 










holes in all your 
shirts! 
all you do is suck 
on that god damned 
beer38 
 
The progression of the poem presents a dialectical reversal where the subject becomes the 
object in its own poem, completely alienated, a speechless, powerless object, entirely 
ƉƌĞƐĞŶƚĞĚďǇƚŚĞƵƚƚĞƌĂŶĐĞƐŽĨŽƚŚĞƌƐ ?dŚĞǁŽŵĂŶ ?ƐĞǆĂƐƉĞƌĂƚŝŽŶĂƚƚŚĞŶĂƌƌĂƚŽƌ ?Ɛ
behaviour is palpable and the more she accuses him of non-communication, the more 
comical the poem becomes. 
 
I laughed right into the 
bottle, gagged, spit a mouthful of 
beer across my 
undershirt. 
 
 “ŵǇŐŽĚ ? ?ƐŚĞ 
said. 
 
she slammed the door and 
was gone.39  
 
/ƚŝƐƚŚĞŶĂƌƌĂƚŽƌ ?ƐŽďũĞĐƚŝĨŝĐĂƚŝŽŶŽĨŚŝŵƐĞůĨƚŚƌŽƵŐŚǁŚŝĐŚƵŬŽǁƐŬŝĂĐŚŝĞǀĞƐŚŝƐŚƵŵŽƵƌ ?/ƚ
is ultimately self-deprecating. In an odd way, this self-objectification, a self-loathing, 
represents a justification for his behaviour. There remains an important point however, in 
ƌĞŐĂƌĚƐƚŽƚŚŝƐƉŽĞŵĂƐǁĞůůĂƐŵĂŶǇŽƚŚĞƌƐ ?ĂŶĚƚŚĂƚŝƐƚŚĞŶĂƌƌĂƚŽƌ ?ƐŽďǀŝŽƵƐŝŶĂďŝůŝƚǇƚŽ
sustain relationships and his reluctance to engage in any kind of intimacy in an attempt for 
self-rule. Again, a parallel to issues of communication can be drawn here, after all, talking, 
as well as sex and intimacy, require mutuality to be fulfilling. However, for the Bukowskian 
subject any kind of dialogue ultimately means loss of autonomy, and can only end in anti-
climactic dissatisfaction and utter vulnerability. The refusal to recognise the other and 
ƵŬŽǁƐŬŝ ?ƐǀŝĞǁŽĨƚŚĞŝŶĚŝǀŝĚƵĂůďĞĐŽŵĞŵŽƐƚƉƌŽďůĞŵĂƚŝĐǁŚĞŶĂƉƉƌŽĂĐŚĞĚĨƌŽŵƚŚĞ
perspective of work and working-class experience. Here, refusal and subjectivity become 
intertwined in class relationships. For Bukowski it remains a priority to give autonomy to the 
alienated subject in a materialistic, hostile social world. 
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As highlighted in previous sections, differentiating between description and narrative is 
important when attempting to discuss Bukowski as a narrative poet. In linguistic terms, 
ŶĂƌƌĂƚŝǀĞŝƐĂƉůĂĐĞǁŚĞƌĞƐĞƋƵĞŶĐĞĂŶĚůĂŶŐƵĂŐĞŵĞĞƚ ? ‘^ĞƋƵĞŶĐĞ ?ŵĞĂŶŝŶŐŽƌĚĞƌ ?Žƌ
structure, anĚ ‘ůĂŶŐƵĂŐĞ ?ĚĞŶŽƚŝŶŐǀŽĐĂďƵůĂƌǇ ?ƚŚĞǀĞƌďĂůĐŽŵŵƵŶŝĐĂƚŝŽŶ ?,ŽǁĞǀĞƌ
narrative is more than simply sequencing. Describing a scene, or a picture or a person is also 
sequencing, but it is not the same as narrating it. To put anything into a logical word order is 
to sequence it, but, for example, to itemise the different parts of a bicycle is not to narrate 
them. A description of objects, regardless of how detailed and emotive, still forms a mere 
list, narration is a term which implicates its subject in its meaning. Narration also always 
ĐĂƌƌŝĞƐĂŶŝŵƉůŝĐĂƚŝŽŶŽĨƚŝŵĞ ?ĂŶĚǁŝƚŚƚŚŝƐ ?ĂĐƚŝŽŶ ?dŚĞƌĞĨŽƌĞ ?ƚŚĞŽŶůǇ ‘ƚŚŝŶŐ ?ǁŚŝĐŚĐĂŶ
ever really be narrated is the event. To summarise a definition by the linguist Robert 
Scholes: a narration is the symbolisation of a sequence of events, connected by a common 
theme, happening in time, constructed by an interpreter1. This interpreter, or storyteller, 
gives the narration a certain kind of shape and a certain level of human interest 
transforming narration into story. A story in turn possesses a specific syntactic shape, a 
beginning, a middle, and an end. The injection of human interest is achieved by projecting 
human values reflecting everyday life. The linearity is obǀŝŽƵƐŝŶƵŬŽǁƐŬŝ ?ƐƉŽĞŵƐ, 
however, the projection of human values is where issues surrounding storytelling emerge. If 
the projection of human values takes place, than acts of interpretation begin to occur. At 
this point a distinction between historical and fictional narrative takes place. The producer 
of a historical text relates events which have indeed happened prior to the narration. The 
producer of a fictional text formulates events which have only existed in his or her 
imagination, meaning events are created by the narration, and do not exist outside of the 
narration. Unsurprisingly, the moment these differences are established, they are being 
broken down. Writers such as Charles Bukowski aim to blur the lines between what is 
historical and fictional narrative, specifically, what elements of the story constitute retelling 
of real events and what elements embody imaginative flourishes and there are many 
exceptions where poets as well as novelists have re-interpreted actual, historical events. 
They consistently comprise of first person narratives, usually with a male protagonist, only 
ƚŚŝŶůǇĚŝƐŐƵŝƐŝŶŐƵŬŽǁƐŬŝ ?ƐŽǁŶůŝĨĞĂŶĚĞǆƉĞƌŝĞŶĐĞƐ ?WĞƌŚĂƉƐŝƚŝƐŵŽƌĞƐƵŝƚĂďůĞƚŽĐĂůů
ǁŚĂƚŚĂƉƉĞŶƐŝŶƵŬŽǁƐŬŝĂŶŶĂƌƌĂƚŝǀĞƐ ‘ƐŽĐŝĂůĚƌĂŵĂ ? ?ƌĞĨĞƌƌĞĚƚŽďǇĂŶƚŚƌŽƉŽůŽŐŝƐƚsŝĐƚŽƌ
dƵƌŶĞƌĂƐŚĞĂƚƚĞŵƉƚƐƚŽĚŝƐƚŝŶŐƵŝƐŚďĞƚǁĞĞŶ ‘ĐŚƌŽŶŝĐůĞƐ ? ?ĨĂĐƚƵĂůƌĞĐŽƌĚƐ ?ĂŶĚ ‘ƚĂůĞƐ ?ǁŚŝĐŚ
inherently possess an element of spectacle2. Social drama, or perhaps a better formulated 
ƚĞƌŵ ?ŵĞůŽĚƌĂŵĂŝƐĞǀĞƌƉƌĞƐĞŶƚŝŶƵŬŽǁƐŬŝ ?ƐŶĂƌƌĂƚŝǀĞƐ ?ǁŚŝĐŚĂƌĞĨŝůůĞĚǁŝƚŚǀŝǀŝĚ
characters and events intended to cŚĂůůĞŶŐĞĂŶĚŽĨƚĞŶĚŝƐĐŽŶĐĞƌƚƚŚĞƌĞĂĚĞƌ ?/ŶƵŬŽǁƐŬŝ ?Ɛ
narratives, readers find characterisation, conflict, irony, meditation, all interlaced with 
realistic detail and autobiographical vigour.   
 
DĂŶǇǁƌŝƚĞƌƐĂĐƚŝǀĞŝŶƚŚĞ ? ? ? ? ?ƐĂŶĚ ? ? ? ? ?Ɛ ?ůŝŬĞĚǁĂƌĚ ŽƌŶĂŶĚ&ƌĂŶŬK ?,ĂƌĂĂŵŽŶŐ
others, were deeply engaged with narratives. This constitutes one of the main differences 
between modernist poetry and the writings which followed it. Donald Hall, when discussing 
ƚŚĞĨĞĂƚƵƌĞƐŽĨŵŽĚĞƌŶŝƐŵ ?ĂƌŐƵĞƐƚŚĂƚŝƚ ‘ĂƐŬĞĚ for a poetry of symmetry, intellect, irony 
and wit ?3 which established itself through academics and select literary magazines. It would 




be unreasonable to suggest that non-modernist poets lack intellect and wit, however, their 
conscious revolt against the poetics of high modernism manifests itself through a decidedly 
anti-intellectual stance. In 1959, Bukowski writes in a letter to James Boyer May about his 
ŐƌŽǁŝŶŐĚĞƐƉŽŶĚĞŶĐĞŽĨƐŶŽďďŝƐŚĞĚŝƚŽƌŝĂůŝƐŵ ?ŝŶƐŝƐƚŝŶŐ ‘/ĚŽŶŽƚĨĞĞůŝƚŝƐƉĞĚĂŶƚŝĐŽƌ
ignoble to demand freedom from the opiate of clannishness and leech-brotherhood that 
dominates ?, ŝŶƐƚĞĂĚďĞŝŶŐĐŽŵƉĞůůĞĚƚŽ ‘ƉƌŽŵŽƚĞĂůŝƚƚůĞƐĐƵƌǀǇƌŚǇŵĞ ?4 even if this 
ultimately means rejection by the literary establishment. Poets like Charles Bukowski came 
of age during free-verse movements instigated by writers such as Ezra Pound and T. S. Eliot, 
but ultimately reject their complex linguistic and formal conventions in favour of narratives 
with open forms. The centre of concern for modernist poets is an aesthetic principle of 
impersonality, underscored by meditative themes. Marjorie Perloff highlights several 
practices at work in modernist poetry which underline the pre-occupation with this 
particular kind of aestheticism: (1) Poems revolve around a solitary voice situated in a still, 
single moment in time and are (2) modally emotive. (3) Governing metaphors are used to 
convey meaning and (4) images form a symbolic, interconnected structure. (5) The narrator 
ŝƐƚƵƌŶĞĚĂǁĂǇĨƌŽŵƚŚĞƌĞĂĚĞƌ ?ƌĂƚŚĞƌƚŚĂŶĐŽŵŵƵŶŝĐĂƚŝŶŐ ?dŚĞ ‘/ ?ŽĨƚŚĞƉŽĞŵŝƐĞŶƚŝƌĞůǇ
engaged in his or her own presence5. These techniques together with the focus on the 
isolation of the narrator who meditates on aspects of existence and reaches some sort of 
epiphany, is ultimately counterintuitive to storylines and results in poems which form an 
antithesis of a story. This however does not mean that poets like Bukowski do not write self-
reflective poetry, it is the way in which the lyric fabric of a poem is transmitted through 
ŶĂƌƌĂƚŝǀĞƚŚĂƚĞƐƚĂďůŝƐŚĞƐƚŚĞĚŝĨĨĞƌĞŶĐĞŝŶĂƉƉƌŽĂĐŚ ?ƵŬŽǁƐŬŝ ?Ɛ ? ? ? ?ƉŽĞŵon going out to 
get the mail tells of the mundane event of checking the letterbox for correspondence only 
ƚŽĨŝŶĚŝƚĞŵƉƚǇ ?ŶŽƚĞǀĞŶĐŽŶƚĂŝŶŝŶŐďŝůůƐŽƌĂǀŝŶĚŝĐƚŝǀĞůĞƚƚĞƌĨƌŽŵƚŚĞŶĂƌƌĂƚŽƌ ?ƐĞǆ-wife. 
 
my hand searches the mailbox in a kind of 




down in there. 
 
I am a fool, I think, I should have known it 
works like this. 
 
I go inside as all the flowers leap to 
please me.6 
 
What Bukowski achieves in this poem is the exchange of self-reflection with narration. The 
event which constitutes the title of the poem, allows the narrator to humorously 
contemplate his relationship with the world and his place in the universe. When the 
ƉƌŽƚĂŐŽŶŝƐƚĨŝƌƐƚƐƚĞƉƐŽƵƚƚŚĞĚŽŽƌ ?ƐƵŵŵĞƌŐƌĞĞŶĞƌǇǁŚŝĐŚ ‘ƐŚŽŽƚƐĐŽůŽƌ ?ůŝŬĞĂŶ
everlasting 4th ŽĨ:ƵůǇ ?ƌĞĂƐƐƵƌŝŶŐůǇŐƌĞĞƚƐŚŝŵ ?ĂůůŽǁŝŶŐŚŝŵƚŽĨĞĞů ‘ƉĞƌŚĂƉƐ, that tŚĞƌĞŝƐŶ ?ƚ
ĂŶǇ ?ĞŶĞŵǇ ?ĂŶǇǁŚĞƌĞ ?7. Life tends to be full of bothersome communication, but the 
ŶĂƌƌĂƚŽƌ ?ƐĚŝƐďĞůŝĞĨĂƚŶŽƚƌĞĐĞŝǀŝŶŐĂŶǇƉƵƚƐŚŝƐŽǁŶůŝĨĞŝŶƚŽƉĞƌƐƉĞĐƚŝǀĞĂƐĞǀĞŶƚŚĞ
absence of a dead insect seems almost by design: he realises he hĂƐďĞĐŽŵĞƌĞůŝĂŶƚŽŶůŝĨĞ ?Ɛ
ĐŚĂůůĞŶŐĞƐ ?dŚĞƉŽĞŵ ?ƐŶĂƌƌĂƚŝǀĞŝƐĂůƐŽƐƵŐŐĞƐƚŝǀĞŽĨŵŽƌĞƉŽƐƐŝďůĞƐƚŽƌǇůŝŶĞƐ ?/ƚŝƐŶĞǀĞƌ




disclosed to the reader why the gas company may be planning to cut off the supply again, or 
what it is that makes his former wife so very content in her new life, these are simply 
fragments of other stories the narrator alludes to and whose details he does not follow up 
on. This way of presenting self-reflection does not offer a modernist lyric but a point of 
parody. The poem ends with whĂƚŵĂǇďĞƐƚďĞĚĞƐĐƌŝďĞĚĂƐĂƉƵŶĐŚůŝŶĞ ? ‘ĂŶǇƚŚŝŶŐ ?ƚŚĞ
ǁŽŵĂŶ ?ĂƐŬƐ ? ?ŶŽƚŚŝŶŐ ?/ĂŶƐǁĞƌ ?ǁŚĂƚ ?ƐĨŽƌ ?ďƌĞĂŬĨĂƐƚ ? ?8. Here, such technique places the 
narrator back at the house where the story initially begins, thus not only providing a sense 
of humour but alƐŽŶĂƌƌĂƚŝǀĞƐǇŵŵĞƚƌǇŽƌǁŚĂƚZŽďĞƌƚ^ĐŚŽůĞƐĐĂůůƐĂ ‘ƐƉĞĐŝĨŝĐƐǇŶƚĂĐƚŝĐ
ƐŚĂƉĞ ?9, distinguishing it from the modernist convention of temporal stillness. For Bukowski, 
the only way of knowing himself and the world is to tell a story, and the ironic story of an 
ĞŵƉƚǇůĞƚƚĞƌďŽǆƚŚƵƐŝůůƵƐƚƌĂƚĞƐƚŚĞŶĂƌƌĂƚŽƌ ?Ɛ ?ĂƐǁĞůůĂƐƵŬŽǁƐŬŝ ?Ɛ ?ƌĞůĂƚŝŽŶƐŚŝƉǁŝƚŚ
circumstance without the need for modal emotiveness. It may be judged as difficult for 
writers such as Bukowski to express particular emotions in narrative poems since the use of 
images and metaphors is almost entirely avoided, however he never doubts the validity of 
his own storytelling and it is this validity which readers encounter in his longer poems. 
 
A particularly engaging example is A Trainride in Hell, a narrative poem in which events and 
ĂĐƚŝŽŶƐĂƌĞĐŽŶƐŝƐƚĞŶƚůǇƵƚŝůŝƐĞĚƚŽŚŝŐŚůŝŐŚƚƚŚĞŶĂƌƌĂƚŽƌ ?ƐƉƐǇĐŚŽůŽŐŝĐĂůďĞůĞĂŐƵĞƌŵĞŶƚ ?KŶ
ĂƚƌĂŝŶĨƌŽŵƚŚĞĞůDĂƌƌĂĐĞƚƌĂĐŬƚŽ>ŽƐŶŐĞůĞƐ ?ƚŚĞ ‘/ ?ŽĨƚŚĞƐƚŽƌǇŵĞĞƚƐǀĂƌŝŽƵƐ
ƉĂƐƐĞŶŐĞƌƐ ?ŝŶĐůƵĚŝŶŐ ‘ĂŶĞǆƚƌŽǀĞƌƚŝŶĂďůƵĞƐƉŽƌƚƐƐŚŝƌƚ ?ǁŚŽ ‘ŵŽǀĞƐĂƌŽƵŶĚŚƵŐŐŝŶŐĂŶĚ
ŬŝƐƐŝŶŐĂůůƚŚĞǁŽŵĞŶ ?ĂŶĚ ‘ĂŶŽůĚďůŽŶĚ ?ǁŚŽ ‘ŝƐǁĞĂƌŝŶŐƐůĂĐŬƐĂŶĚŚĞƌďĞůůǇƉƌĞƐƐĞƐŽƵƚ
ĨƌŽŵƚŚĞƚŽƉ ?ŽĨƚŚĞŵ ?10 ? ‘ůƵĞƐŚŝƌƚ ?ĞǀŝĚĞŶƚůǇŚĂƐďĞĞŶƐƵĐĐĞƐƐĨƵůĂƚƚŚĞƌĂĐĞƐĂŶĚƉƌĞƐĞŶƚƐ
a curious blend of exuberant cheer and irritating smugness. The narrator is enticed by him 
ĂƐǁĞůůĂƐŽƚŚĞƌƐƚŽũŽŝŶƚŚĞŵŝŶĚŝĐĞŐĂŵĞƐĂŶĚĚĂŶĐŝŶŐĂƐƚŚĞǇƐĞƚŽƵƚ ‘ŐŽŝŶŐŽŶĞŚƵŶĚƌĞĚ
ŵŝůĞƐŚŽŵĞ ?11. Other people in the carriage include two prostitutes, the barman, as well as 
an array of non-descript fellow travellers, all noisily celebrating, except for a policeman who 
patrols the train to prevent solicitation and gambling. However, even he submits to the 
ŚƵďďƵď ?ƌĞĂůŝƐŝŶŐƚŚĞĨƵƚŝůŝƚǇŽĨƐƵĐŚĂƚĂƐŬ ? ‘ŚĞŝƐƐŵŽŬŝŶŐĂĐŝŐĂƌĞƚƚĞĂŶĚŚis cap is pushed 
back,/ he is grey and looks more drunkard than any of us,/ YAY!!  YAY!  they cheer him, and 
he walks on ?12. Despite the lack of observational detail within the narrative, the reader is 
able to identify characters such as the policeman, the  ‘ŽůĚďůŽŶĚ ? ĂŶĚ ‘BůƵĞƐŚŝƌƚ ? as 
antagonists, as it is ƚŚĞĚĞƐĐƌŝƉƚŝŽŶƐ ?ŝŶŚĞƌĞŶƚƐŵĂůůŶĞƐƐ ?ĨůŝƉƉĂŶĐǇ, even throwaway nature 
that are used to illustrate the narrĂƚŽƌ ?Ɛdisregard for these characters. The narrator has no 
desire to flesh out the descriptions of his fellow travellers, and the antagonism between him 
and the others only increases as the scene exponentially grows busier and noisier. 
Conversations between the narrator and the woman are almost impossible as constant 
shouts of YAY! YAY! and GO GO GO GO GO GO!!! echo around the bar car as travellers revel. 
ƵŬŽǁƐŬŝ ?ƐƉŚŽŶĞƚŝĐƌĞƉƌĞƐĞŶƚĂƚŝŽŶƐŽĨĂĐƚƐŽĨƐŚŽƵƚŝŶŐ ?ĐŚĞĞƌŝŶŐĂŶĚĐƵƌƐŝŶŐ ?ǁŽǀĞŶŝŶƚŽ
the narrative aim to absorb the reader into the story by sheer figurative aural 
bombardment. The narrator is desperate to escape the ruckus, but has literally nowhere to 
go. The gamblers travel north to Los Angeles, but despite the festivities, these are not 
ĨŽƌƚƵŶĂƚĞǁŝŶŶĞƌƐďƵƚ ‘ŵŽŶŬĞǇ ?Ɛ ? ?ǁŝƚŚ ‘ƚŽĂĚƐŚĞĂĚƐ ?13, and this is not a poem of a great 
ŵĞƌŝĐĂŶƚƌĂŝŶƌŝĚĞĂůŽŶŐƚŚĞƐƚƵŶŶŝŶŐĂůŝĨŽƌŶŝĂŶĐŽĂƐƚ ?ŝƚŝƐĂƐƚŚĞƚŝƚůĞƐƚĂƚĞƐ ?ƚŚĞŶĂƌƌĂƚŽƌ ?Ɛ
chronicling of a trainride in hell. Although, the journey is traceable on a map by the reader, 
the ĂĐƚŽĨƚƌĂǀĞůŝƐŶŽƚƚŚĞƉƵƌƉŽƐĞŽĨƚŚĞƉŽĞŵƐŝŶĐĞƉĂƐƐĞŶŐĞƌƐŵĞƌĞůǇƌĞƚƵƌŶƚŽ ‘ũŽďƐĂŶĚ
ŶŽũŽďƐ ?ǁŝǀĞƐĂŶĚŶŽǁŝǀĞƐ ?ůŝǀĞƐĂŶĚŶŽůŝǀĞƐ ?ĂŶĚƚŽƚŚĞŶĂƌƌĂƚŽƌ ?ƐĚĞƐƉĂŝƌ ‘ƚŚĞũĂĐŬďĞŚŝŶĚ
the bar has only beer,/ it floats in a trashcan of ice and he dumps the ŚŽƚďĞĞƌŝŶ ?14. Half way 




ƚŚƌŽƵŐŚƚŚĞƚƌĂŝŶƌŝĚĞ ?ĂŶĚŚĂůĨǁĂǇƚŚƌŽƵŐŚƚŚĞƉŽĞŵ ? ‘ƐŽŵĞĐƌĂǌǇũĂĐŬƚƵƌŶƐŽŶƚŚĞĨŝƌĞ
ƐǇƐƚĞŵ ?ĂŶĚƚŚĞůŝŐŚƚƐŐŽŽƵƚ ?ĂŶĚǁĞĂƌĞĂůůƵŶĚĞƌĂĐŽůĚƐŚŽǁĞƌ ?ǁŚŝĐŚƉƌŽǀŝĚĞƐƌĞůŝĞĨĨŽƌ
the narrator from the stifling atmosphere. This climactic event also marks a change of pace 
in the narrative and Bukowski continues his poem in a more measured tone. After order has 
ďĞĞŶƌĞƐƚŽƌĞĚ ?ƚŚĞŶĂƌƌĂƚŽƌĨŝŶĂůůǇƌĞůĂǆĞƐ ?ŵĂŶĂŐŝŶŐƚŽ ‘ĨŝŶĚĂĚƌǇĐŝŐĂƌĞƚƚĞĂŶĚůŝŐŚƚƵƉ ? ?At 
the end, Los Angeles appears and all the passengers file off the train, including the narrator. 
The extrovert in the blue sports shirt steals a wheelchair from the station and he races his 
ĨƌŝĞŶĚƵŶƚŝůƚŚĞŐƵĂƌĚƐƐƚŽƉƚŚĞŵ ‘ƌƵŶŶŝŶŐĚŽǁŶƚŚĞƌĂŵƉƐ ?zz ?'K ?'K ?'K ?'K ? ? 15. At 
this point all the passengers disperse into different directions. Again, the narrative mood 
changes as the blond woman follows the narrator to his car and they drive home together 
where he then ponders on the stillness outside his house. At the very end of the poem, the 
narrator tells the reader of the silence which surrounds him now and the narrative becomes 
more lyrical. 
 
outside it is very still, and you can hear the bombers overhead, 
you can hear the mice making love; you can hear them digging 
the graves at the cemeteries, you can hear worms crawling into 
sockets, and the train we came in on, it sits very still now, 
it is quiet, the windows show nothing but moonlight, 
there is a sadness like old rivers, and it is more real 
than it has ever been.16 
  
The ƌŽůĞŽĨƚŚĞ ‘/ ?ŝŶƚŚŝƐƉŽĞŵŝƐƉĂƌƚŝĐƵůĂƌůǇ interesting to discuss, especially in opposition 
ƚŽƚŚĞ ‘/ ?ŽĨƚŚĞŵŽĚĞƌŶŝƐƚůǇƌŝĐ ?ƚƚŚĞďĞŐŝŶŶŝŶŐŽĨA Trainride in Hell, the narrator is simply 
the person who tells a story, he relates events and interactions. As the poem progresses 
ŚŽǁĞǀĞƌ ?ŵĞƌĞƐƚŽƌǇƚĞůůŝŶŐŝƐŝŶƚĞƌǁŽǀĞŶǁŝƚŚƚŚĞŶĂƌƌĂƚŽƌ ?ƐĂƚƚĞŵƉƚƐƚŽŝŶƚĞƌƉƌĞƚŵĞĂŶŝŶŐ
behind the unfolding events. For example, when the blond woman asks him to walk her to 
the ladies toilets: 
 
 ? ? ? 
and I wait outside the sign ƚŚĂƚƐĂǇƐ ‘tŽŵĞŶ ? ?
and I am sweating and impatient for the little the beer is doing 
and I empty the can and throw it in the vestibule 
and I drink hers too, and in the other car 
the people are tired and miserable, re-dreaming their losses, 
strung out in their seats, stuffed things, 
taken  W again  W by the world17 
 
With this, comes the centrality of the narrator. It is his interpretations of human values the 
ƌĞĂĚĞƌĞǆƉĞƌŝĞŶĐĞƐƚŚƌŽƵŐŚŚŝƐƐƚŽƌǇƚĞůůŝŶŐ ?ĂŶĚŝƚŝƐďĞĐĂƵƐĞƚŚĞ ‘/ ?ƌĞƚĂŝŶƐĂƐĞŶƐĞŽĨŚŝƐ
own apart-ness, he is not only the narrator of the story but he also represents ardent 
antagonism as the narrative tension rises. Accordingly, although the narrative includes a 
vast array of characters, they all appear flat and two-dimensional with little attention being 
paid to their respective individualities. However, this is by no means a shortcoming. 
Bukowski deliberately leaves the identities of his characters undefined and non-descript, 
almost to the point where they become stereotypes. This is to lend focus to the narrative, 
the telling of the story. ƵŬŽǁƐŬŝ ?ƐĐŚƌŽŶŽůŽŐŝĐĂůƐĞƋƵĞŶĐŝŶŐ and the passing of time within 




the narrative, heightens the vividness of the locale and the people who interact within it. 
dŚĞƌĞŝƐĂƐĞŶƐĞŽĨŝŵŵĞĚŝĂĐǇŝŶƵŬŽǁƐŬŝ ?ƐƐƚŽƌǇƚĞůůing and A Trainride in Hell contains 
everything Bukowski sees possible in narrative poetry: free-verse stanzas leading the reader 
through a story interspersed with dialogue and reflective interludes. It is true then, when at 
ƚŚĞĞŶĚƚŚĞŶĂƌƌĂƚŽƌƐĂǇƐ ‘ŝƚŝƐŵŽƌĞƌĞĂů ?ƚŚĂŶŝƚŚĂƐĞǀĞƌďĞĞŶ ?ƚŚĂƚƚŚĞƌĞĂĚĞƌĐĂŶŶŽƚďƵƚ
agree. In contrast to modernism, the conventions Bukowski uses take the reader away from 
ĂŶŝƐŽůĂƚĞĚ ‘/ ?ŝŶĂĨƌŽǌĞŶŵŽŵĞŶƚŝŶƚŝŵĞ ?ĂǁĂǇĨƌŽŵĂƌĞůŝĂŶĐĞŽŶŵĞƚĂƉŚŽƌĂŶĚŝŵĂŐĞƐ
and away from emŽƚŝǀĞƌĞƐƉŽŶƐĞƐ ?/ƚŝƐƚŚĞƐƚŽƌǇƚĞůůĞƌ ?ƐĐŽŶĐĞƉƚŝŽŶŽĨĞǀĞŶƚƐĂŶĚ
experiences of the world which he shares. 
dŚĞƐŚĂƌŝŶŐŽĨƉĞƌƐŽŶĂůĞǆƉĞƌŝĞŶĐĞƐƚŚƌŽƵŐŚŶĂƌƌĂƚŝǀĞŝƐƵŶĚĞƌƉŝŶŶĞĚďǇƵŬŽǁƐŬŝ ?ƐĚƌŝǀĞ
to transmit the actuality of events, and his poetry contains many assumptions and 
predispositions disputing the poetics of modernism. In his book Enlarging the Temple: New 
ŝƌĞĐƚŝŽŶƐŝŶŵĞƌŝĐĂŶWŽĞƚƌǇĚƵƌŝŶŐƚŚĞ ? ? ? ? ?Ɛ, Charles Altieri opposes the symbolic 
tradition of modern poetry with an immanentist tradition, tracing the former to Coleridge 
and the latter to Wordsworth. At the heart of the symbolist tradition is the central, form-
giving imagination of the poet which affects meaning with the ultimate aim to create an 
ideal image, and symbolist poets such as T.S. Eliot and Ezra Pound affirm the creative mind 
as the source of all value,  ‘[w]hat matters is not what is there in immediate experience but 
what the mind can make of it ?18. In contrast, the poet of the immanentist tradition places 
value in the forces at work in ordinary experience. The mind discovers and orders meaning 
ĂůƌĞĂĚǇƉƌĞƐĞŶƚŝŶŶĂƚƵƌĞ ?ĂŶĚĂƐƐƵĐŚƉŽĞƚŝĐĐƌĞĂƚŝŽŶƌĞĐŽǀĞƌƐ ‘ĨĂŵŝůŝĂƌƌĞĂůŝƚŝĞƐŝŶƐƵĐŚĂ
way that they appear dynamically present and invigorate the mind with a sense of powers 
ĂŶĚŽďũĞĐƚŝǀĞǀĂůƵĞƐ ?19. Immediate experience is therefore immanentist, not transcendental. 
'ŝǀĞŶƚŚĞƉĂƌĂŵĞƚĞƌƐŽĨůƚŝĞƌŝ ?ƐĚĞĨŝŶŝƚŝŽŶƐŽĨƐǇŵďŽůŝƐƚĂŶĚŝŵŵĂŶĞŶƚŝƐƚƚƌĂĚŝƚŝŽŶƐ ?ŝƚ
becomes clear that Charles Bukowski can also be placed within immanentist poetics. In fact, 
ĂŶŝŵŵĂŶĞŶƚŝƐƚƐƚǇůĞŝƐďĞƚƚĞƌƐƵŝƚĞĚƚŽƵŬŽǁƐŬŝ ?ƐŽďũĞĐƚŝǀĞƐƚŚĂŶŝƐƚŚĞŚŝŐŚŵŽĚĞƌŶŝƐƚ
and intellectual style of writers such as Eliot and Pound. This commitment to immanentist 
ĞǆƉĞƌŝĞŶĐĞƌĞƋƵŝƌĞƐ ?ŝŶůƚŝĞƌŝ ?ƐǁŽƌĚƐ ‘ƌĂĚŝĐĂůƉƌĞƐĞŶĐĞ ?20 ?ǁŚŝĐŚŚĞĚĞĨŝŶĞƐĂƐ ‘ƚŚĞ
insistence that the moment immediately and intensely experienced can restore one to 
harmony with the world and provide ethical and psychological reward ?21. 
 
ƚĞƌŵƐƵĐŚĂƐ ‘ƉƌĞƐĞŶĐĞ ?ĐĂŶďĞǁŽƌƌǇŝŶŐůǇĂďƐƚƌĂĐƚ ?ƐŽŝƚŝƐŝŵƉŽƌƚĂŶƚƚŽĞƐƚĂďůŝƐŚǁŚĂƚŝƚ
ĚĞŶŽƚĞƐŝŶƌĞůĂƚŝŽŶƐŚŝƉƚŽƵŬŽǁƐŬŝ ?ƐŶĂƌƌĂƚŝǀĞƐ ?ƐĚŝƐĐƵƐƐĞĚŝŶƚŚĞƉƌĞǀŝŽƵƐƐĞĐƚŝŽŶ ?
ƵŬŽǁƐŬŝ ?ƐĂƐƐĞƌƚŝŽŶŽĨƐĞůĨƌĞŵĂŝŶƐŽĨŐƌĞĂƚŝŵƉŽƌƚĂŶĐĞŝŶŚŝƐƉŽĞƚƌǇĂnd it is presence as a 
ƌĞĨůĞĐƚŝǀĞŽƌĚƌĂŵĂƚŝĐĂĐƚŝŽŶŽĨƚŚĞƐĞůĨǁŚŝĐŚďĞƐƚĚĞĨŝŶĞƐƵŬŽǁƐŬŝ ?ƐǁŽƌŬŝŶůƚŝĞƌŝ ?Ɛ
ƚĞƌŵƐ ?ƵŬŽǁƐŬŝ ?ƐƉŽĞŵhot helps to illustrate this interpretation. The poem revolves 
around two characters, the narrator and his girlfriend Miriam, who are involved in a volatile 
relationship in which Miriam undoubtedly holds the upper hand. On a day when the 
narrator does not manage to return home from work on time, Miriam walks out on the love 
affair, leaving him an angry good-bye letter. The entire narrative is a farce and Bukowski 
deliberately avoids any symbolism or psychological probing. He refuses to utilise any 
dramatic elements in the telling of the story: there are no desperate confrontations, no 
violence, no tears; the action happens entirely while the two characters are apart from each 
other. The poem is inherently funny and entertaining, precisely because Bukowski trivialises 
ĂŶĚŚŝŐŚůŝŐŚƚƐƚŚĞĂďƐƵƌĚŝƚǇŽĨŶŽƚŽŶůǇƚŚĞĐŚĂƌĂĐƚĞƌƐ ?ďƌĞĂŬƵƉďƵƚĂůƐŽƚŚĞŝƌŝŶŝƚŝĂů
relationship, rendering nothing in the poem serious or complex. It is because of the slight 
ƚƌĞĂƚŵĞŶƚŽĨƚŚĞƉŽĞŵ ?ƐŵĂƚĞƌŝĂůƚŚĂƚƚŚĞƌĞĂĚĞƌďĞĐŽŵĞƐŝŶƚĞƌĞƐƚĞĚŝŶƵŬŽǁƐŬŝ ?Ɛ




everyday situation, its people and its ultimate insignificance. The ridiculousness of the 
narrator and MŝƌŝĂŵ ?ƐƌĞůĂƚŝŽŶƐŚŝƉĐƌĞĂƚĞƐĂǁŝƚƚǇƚĂůĞǁŚŝĐŚŽĨĨĞƌƐƌĞůŝĞĨĨƌŽŵƚŚĞƌĞĂůŝƚǇŽĨ
ĂĚǇƐĨƵŶĐƚŝŽŶĂů ?ŽƉƉƌĞƐƐŝǀĞĂŶĚƵůƚŝŵĂƚĞůǇĚŽŽŵĞĚůŝĂŝƐŽŶ ?ƵŬŽǁƐŬŝ ?ƐƉŽĞŵŝƐŶŽƚĂ
morality tale, nor is the narrative designed to elicit sympathy from the reader. In hot, the 
narrator does not lose his girlfriend because of any ill behaviour or character faults, but 
ƐŝŵƉůǇďĞĐĂƵƐĞŚĞĨĂŝůƐƚŽĐŽŵĞŚŽŵĞĂƚƚŚĞĂƌƌĂŶŐĞĚƚŝŵĞŽĨĞŝŐŚƚŽ ?ĐůŽĐŬ ?ĚĞƐƉŝƚĞ
desperately trying to finish his workload. It is the little event of his absence which causes 
DŝƌŝĂŵ ?ƐƌĞũĞĐƚŝŽŶ ?dŚŝƐŝƐŚĞƌĨĂƌĞǁĞůůŶŽƚĞƉƌŽƉƉĞĚƵp against her purple teddy bear. 
 
sun of a bitch: 
I wated until 5 after ate 
ǇŽƵĚŽŶ ?ƚůŽǀĞŵĞ 
you sun of a bitch 
somebody will love me 
I been wateing all day22 
 
dŚĞũŝůƚĞĚůŽǀĞƌ ?ƐƌĞƐƉŽnds is decidedly unphilosophical and filled with resignation as he 
prepares to take a bath in the last lines of the poem. 
 
there were 5,000 bars in town 
ĂŶĚ/ ?ĚŵĂŬĞ ? ?ŽĨƚŚĞŵ 
looking for Miriam 
 
 ? ? ? 
 
I gave the bear a drink, myself a drink 
and got into the hot 
water.23 
 
The value of storytelling, indeed the value of poetry itself, for Bukowski remains different 
from that of the modernist aesthetic. It is demystified, removed from a meditative gaze and 
so ultimately non-transcendental. This forces him to establish a narrative entirely by 
ĞŶŐĂŐŝŶŐŝŶĞǆƉĞƌŝĞŶĐĞƐ ? ‘/ĐĂŶŶŽƚƚĞůůǇŽƵŚŽǁŵƵĐŚƚ ĞĐĂƌĞĨƵůďŽǇƐƌŝƉŵĞŶĂŬĞĚǁŝƚŚ
their planned and worked-ŽǀĞƌĐƌĞĂƚŝŽŶƐ ?ƌĞĂƚŝŽŶŝƐŽƵƌŐŝĨƚĂŶĚǁĞĂƌĞŝůůǁŝƚŚŝƚ ?ǁĞůů ?ƌƵď
your hands and prove that you are alive. seriousness will not do. walk the floor ?24. He insists 
ŽŶǁƌŝƚŝŶŐƉŽĞƚƌǇ ‘ŝŶǁŚŝĐŚŝŵĂŐŝŶĂƚŝŽŶŵŝǆĞƐǁŝƚŚƌĞality, half and half ?25. In tv, Bukowski 
playfully interweaves his reality and fantasy when two programmes on a television set 
interfere with one another and this jumble of fictional and factual events intrudes on the 
ŶĂƌƌĂƚŽƌ ?ƐƌĞĂůŝƚǇ ?&ƌŽŵƚŚĞǀĞƌǇďĞŐŝŶŶŝŶŐŽĨƚŚĞƉŽĞŵ ?ǁŚĞŶƚŚĞƚĞůĞǀŝƐŝŽŶŝƐƚƵƌŶĞĚŽŶ
ĂŶĚ ‘ůĞǆĂŶĚĞƌƚŚĞ'ƌĞĂƚ ?ďĞŐŝŶƐƚŽƐĐƌĞĞŶ ?ƚŚĞĞŵƉŚĂƐŝƐŝ ŽŶƐƚŽƌǇ ?ĂŶĚƚŚĞƚĞůůŝŶŐ of it. 
The narrator tries to keep up with describing plots and actions as the film is being 
interspersed with the live coverage of a roller derby. The seriousness of the epic of 
Alexander is little by little overpowered by the everydayness of the derby, until, eventually, 
the narrator cannot distinguish between the two and it becomes impossible to differentiate 
between the important and the trivial ŝŶƚŚĞƐƚŽƌǇƚĞůůĞƌ ?ƐŶĂƌƌĂƚŝǀĞ ? 
 
and here come the armies  




ƚŚĞǇĂƉƉĞĂƌƚŽďĞĨŝŐŚƚŝŶŐŝŶĂĐĂǀĞ ?ƚŚĞƌĞ ?ƐƐŵŽŬe and 
flame, swords, 
men falling  W  
the Thunderbirds are behind, 
ŽŶĞŐŝƌůĚŝǀĞƐƵŶĚĞƌĂŶŽƚŚĞƌŐŝƌů ?ƐĂƐƐ ? 
throws her into the rail  W 26 
 
In this poem matters of reality, the roller derby, merge with matters of the imagination, the 
retelling of the epic of Alexander by a narrator who watches both on a television. The 
television so becomes an emblem not only for triviality but also superficiality in his 
narrative, and Bukowski views both the epic as well as the everyday as part of the same. For 
Bukowski, the only way out of seriousness is through triviality in the story. For Bukowski, the 
everyday provides stories more interesting, and often more superficial, than any purely 
imagined tales. Bukowski enlivens his narratives by faithfulness to facts and qualities of his 
everyday experiences. Regarded as they appear, not as the ingredients for a larger, 
transcendental whole.  
 
/ ?ĚůŝŬĞǇŽƵƚŽŬŶŽǁŶŽŵĂƚƚĞƌǁŚĂƚƚŚĞǁƌŝƚŝŶŐ ?ƚŚĂƚ/ ?ǀĞďĞĞŶƚŚƌŽƵŐŚŝƚ Wthe park 
benches, the factories, the jails; guarded door at a wholesale in Fort Worth, worked 
in a dog biscuit factory, celled with Public Enemy #1 (what luck!); rolled and been 
rolled; the hospitals with my belly ripped open; . . . all the terrible jobs, . . . 
everything, . . . this comes out in my poetry. . . I need something to keep me going or 
I lag ?27 
 
It is in this context, of life continually providing materials for Bukowskian stories that it 
ďĞĐŽŵĞƐŝŵƉŽƌƚĂŶƚƚŽĞǆĂŵŝŶĞƵŬŽǁƐŬŝ ?ƐĐůŽƐĞƌĞůĂƚŝŽŶƐŚŝƉǁŝƚŚƚŚĞĐŝƚǇŽĨ>ŽƐŶŐĞůĞƐ ?
for it is this city which provides him with continuously interesting and engaging detail and 
lends his narratives and autobiographical and anecdotal feel. Although Bukowski was born 
in Germany, his family emigrated to L.A. when Bukowski was only two years of age. Thus, for 
Bukowski, the city and the state of California, do not represent the territory of exile other 
writers such as F. Scott Fitzgerald or John Steinbeck perceive it as. For Bukowski, Los Angeles 
is neither wonderful nor strange and he has no desire to juxtapose the city of his poems 
with the actual reality of the locale. Los Angeles always remains both, the fictionalised 
 ‘ŚŽŵĞ ?ŽĨŚŝƐƐƚŽƌǇĂŶĚƚŚĞĂĐƚƵĂů ‘ŚŽŵĞ ?ŝŶǁŚŝĐŚŚĞůŝǀĞƐ ?ǁŽƌŬƐĂŶĚǁƌŝƚĞƐ ? ‘ŝĨǇŽƵ ?ƌĞĂ
ŵĂŶ ?>ŽƐŶŐĞůĞƐŝƐǁŚĞƌĞǇŽƵŚĂŶŐŝƚƵƉĂŶĚ ?ďĂƚƚůĞ ?ŽƌŝĨǇŽƵ ?ƌĞ ĂǁŽŵĂŶ ?ĂŶĚǇŽƵ ?ǀĞŐŽƚ
enough leg and/ the rest, you can sail against a mountain backdrop so/ when you grow grey 
you can hide in Beverly Hills/ in a mansion so noďŽĚǇĐĂŶƐĞĞŚŽǁǇŽƵ ?ǀĞĚĞĐĂǇĞĚ ?28. For 
Bukowski, Los Angeles is a given. It is the everyday, the ordinary, the unexotic which finds its 
way into his stories, neither the city nor the Californian countryside present places for 
cosmic discovery. His narratives seldom give any exact description of locale, except when 
calling specific streets or places by name, and there are no sweeping vistas full of emotive 
ĂĚũĞĐƚŝǀĞƐ ?ƵŬŽǁƐŬŝ ?ƐƌŽĂŵŝŶŐƚŚƌŽƵŐŚ>ŽƐŶŐĞůĞƐŽŶůǇƐĞƌǀĞƐƚŽƚĞůůƚĂůĞƐŽĨƉĞƌƐŽŶĂů
alienation as characters in his poems are consistently threatened by immobility, physical as 
well as social. The details life in the city offers, very rarely inspire Bukowski to participation 
and although he habitually weaves proper names and places into the narrative, to give these 
details an identity, they do in no way help readers to understand anything about what has 
ďĞĞŶŶĂŵĞĚŽƌƚŚĞŝƌƌĞůĞǀĂŶĐĞŝŶƚŚĞƐƚŽƌǇ ?ǁĂƚĐŚƌĞƉĂŝƌƐŚŽƉĐĂůůĞĚ&ŝŶŬĞůƐƚĞŝŶ ?ƐŽƌĂ




ƉĞƌƐŽŶƚŚĞŶĂƌƌĂƚŽƌĞǆƉĞĐƚƐƚŽǁĂƐŚŚŝƐĐĂƌ ?ĐĂůůĞĚDŝŬĞ ? ‘ĂǁŽƌůĚǁĂƌ//ǀĞƚĞƌĂŶ ?ǁŚŽƐĞ
 ‘ǁŝĨĞǁŽƌŬĞĚĂƐĂŶƵƌƐĞ ?29 are details which only appear momentarily and remain 
ĨƌĂŐŵĞŶƚĞĚ ?ƐĞƌǀŝŶŐŶŽŽƚŚĞƌƉƵƌƉŽƐĞŝŶƚŚĞŶĂƌƌĂƚŝǀĞďƵƚƚŽĨƵƌƚŚĞƌŝůůƵƐƚƌĂƚĞƚŚĞŶĂƌƌĂƚŽƌ ?Ɛ
reluctance to engage in any inner workings, highlighting again his alienation to the reader. 
What makes Bukowski interesting as a storyteller is his mixing of presence and alienation. 
ůĞŶĚĞĚǁŝƚŚƵŬŽǁƐŬŝ ?ƐĐŽŵŵŝƚŵĞŶƚƚŽƌĞĂůŝƐƚŝĐĚĞƚĂŝůĂŶĚĞŶĐŽƵŶƚĞƌƐ ?ŝƐĂĐŽŶƐƚĂŶƚƐĞŶƐĞ
of threat and the need for self-assertion, as seen here in the last two stanzas of a little sleep 
and peace and stillness. 
 
but the view from the street here is good  W  
there are Japanese and old women and young girls and 
beggars. 
we have large palms 
plenty of birds 
ĂŶĚƚŚĞƉĂƌŬŝŶŐ ?ƐŶŽƚďĂĚ ? ? ? 
but our religious maniac does not work 
ŚĞ ?ƐƚŽŽĐůĞǀĞƌƚŽǁŽƌŬ 
and so we both lie around 
listen to the radio 
drink 
and I wonder which of us will get to hell first  W  
him with his bible or me with my Racing Form 
ďƵƚŝĨ/ ?ǀĞŐŽƚƚŽŚĞĂƌŚŝŵĚŽǁŶƚŚĞƌĞ/ŬŶŽǁ/ ?ŵŐŽŝŶŐƚŽŚĂǀĞƚŽ 
have some help, and the next dance will be mine. 
 
right now I wish I had something to sell so I could hide in a  
        place 
with walls twelve feet high 
with moats 
and high-yellow mamas. 
but it looks like some long days and nights ahead, 
as always. 
at least I can only hope for the weakening of a radio tube, 
and the most for his death, 
which we are both praying and 
ready for.30 
 
dŽ ‘ŚŝĚĞ ?ŵĞĂŶƐƚŽďĞĂůůĂůŽŶĞ ?ŐĂŝŶ ?ƚŚĞƐĞůĨŝƐƚŚƌĞĂƚĞŶĞĚďǇĐŝƚǇůŝĨĞ ?ǇĞƚ ?ƚŚĞŶĂƌƌĂƚŽƌ
never dwells too long on his imaginings or problems, but keeps his focus on the details of 
the scene and future possibilities. Gamblers All exemplifies this even further, capturing the 
ƚƌŝǀŝĂůŝƚǇĂŶĚĞǀĞƌǇĚĂǇŶĞƐƐŽĨƵŬŽǁƐŬŝ ?ƐĞǆƉĞƌŝĞŶĐĞĂƐǁĞůůĂƐƚŚĞƐƚŽŝĐŝƐŵŚĞŵƵƐƚĞƌƐŝŶŝƚƐ
response as neither he nor the reader can escape the extensive use throughout the 
narrative. 
 
sometimes you climb out of bed in the morning and you think, 
/ ?ŵŶŽƚŐŽŝŶŐƚŽŵĂŬĞŝƚ ?ďƵƚǇŽƵůĂƵŐŚŝŶƐŝĚĞ 
ƌĞŵĞŵďĞƌŝŶŐĂůůƚŚĞƚŝŵĞƐǇŽƵ ?ǀĞĨĞůƚƚŚĂƚǁĂǇ ?ĂŶĚ 




you walk to the bathroom, do your toilet, see that face 
in the mirror, oh my oh my oh my, but you comb your hair anyway, 
get into your street clothes, feed the cats, fetch the 
newspaper of horror, place it on the coffee table, kiss your 
wife goodbye, and then you are backing the car out into life itself, 
like millions of others you enter the arena once more. 
 
you are on the freeway threading through traffic now, 
moving both towards something and towards nothing at all as you punch 
the radio on and get Mozart, which is something, and you will somehow 
get through the slow days and the busy days and the dull 
days and the hateful days and the rare days, all both so delightful 
and so disappointing because 
we are all so alike and so different. 
 
you find the turn-off, drive through the most dangerous 
part of town, feel momentarily wonderful as Mozart works 
his way into your brain and slides down along your bones and 
out through your shoes. 
 
ŝƚ ?ƐďĞĞŶĂƚŽƵŐŚĨŝŐŚƚǁŽƌƚŚĨŝŐŚƚŝŶŐ 
as we all drive along 
betting on another day.31 
 
The narrator of this poem has to laugh, there is little alternative, but also because the sheer 
banality of his existence is at the same time entertaining. Bukowski has to laugh and the 
reader realises that there is more than simple stoicism at work in this narrative, it is the 
genuine human agony of the black humourist, and this in turn demystifies and breaks down 
the seriousness of tragedy. By infusing his storytelling with irony and other comedic 
elements, the reader laughs too and never gets the impression that the constantly lurking, 
 ‘ƐŵĂůůƚƌĂŐĞĚŝĞƐ ?ŐĞƚƚŚĞďĞƚƚĞƌŽĨŚŝŵŽƌŚŝƐĐŚĂƌĂĐƚĞƌƐ ?ĂŶĚƚŚĂƚĚĞƐƉŝƚĞŵƵĐŚďĂŶĂůŝƚǇ ?
there are genuine pleasures to be found in his narratives. Returning to the idea of the 
ĂŶĞĐĚŽƚĂůŶĂƌƌĂƚŝǀĞ ?ĂůůŽĨƵŬŽǁƐŬŝ ?ƐƉŽĞŵƐĂƌĞŝŶƚĞŶƐĞůǇƉĞƌƐŽŶĂů ?ǁŚĞƚŚĞƌƚŚĞǇĂƌĞ
autobiographical, imagined or a mixture of both. They retain an intensely personal 
dimension, a sense of personal alienation, a quality of details which infuse his narratives. 
They do this without falling into the epic themes of modernism, but regard existentialism 
ǁŝƚŚƌŝĚŝĐƵůĞĂŶĚĞǆƚĞŶƐŝǀĞŝƌŽŶǇ ?ƵŬŽǁƐŬŝ ?ƐĐŚĂƌĂĐƚĞƌƐ ?ĂŶĚƚŚŝƐŝƐŵŽƐƚƚƌƵĞĨŽƌƚŚĞƉĞƌƐŽŶ
of the narrator, are never heroic figures. Eventhough readers get the sense of an embattled 
ego throughout a Bukowskian tale, the narrator refuses to be pŝƚŝĞĚ ? ‘ ?Ă ? little howl, when it 
has some humour mixed with it, is almost forgivable ?32,  ‘ǇŽƵƌůŝĨĞŝƐǇŽƵƌůŝĨĞ ?ĚŽŶ ?ƚůĞƚŝƚďĞ
clubbed into dank submission./ be on the watch./ there are ways out ?33. The way out for 
Bukowski is by avoiding tragedy rather than simply surviving it. This ultimately presents an 
unheroic stance. Bukowski believes, that it would be false to suggest that everybody is able 
to successfully battle tragedy and emerge a changed or improved person and his characters 
are more likely to be defeated by their everyday experiences than triumph over them. The 
poem entitled now, summarises most of the features of Bukowskian presence and 
techniques, and makes evident his narrative strategies. 





I had boils the size of tomatoes 
all over me 
they stuck a drill into me 
down at the county hospital, 
and  
just as the sun went down 
everyday 
there was a man in a nearby ward 
ŚĞ ?ĚƐƚĂƌƚŚŽůůĞƌŝŶŐĨŽƌŚŝƐĨƌŝĞŶĚ:ŽĞ ? 
:K ?ŚĞ ?Ě holler, OH JOE!   JOE!   J O E! 
COME GET ME, JOE! 
 




Joe was probably working off a 
piece of ass or 
attempting to solve a crossword puzzle. 
 
/ ?ǀĞĂůǁĂǇƐƐĂŝĚ 
if you want to find out who your friends are 
go to the madhouse or 
jail. 
 
and if you want to find out where love is not 
be a perpetual loser. 
 
I was very lucky with my boils 
being drilled and tortured 
against the backdrop of the Sierra Madre mountains 
while the sun went down; 
when that sun went down I knew what I would do 
when I finally got that drill in my hands 
like I have it 
now.34 
 
As the narrator has no definitive way to successfully assess why Joe neglects his friend at the 
hospital, the poem can only counter his anxieties which continue to bother him by turning 
his mind to details and possibilities, which as humorous as they may be, are impossible to 
believe. The reader as well as the narrator know that the man in the nearby ward has been 
abandoned and there hovers a feeling oĨƵŶĞĂƐŝŶĞƐƐ ?ƵŬŽǁƐŬŝ ?ƐƚǇƉŝĐĂůƐƚƌĂƚĞŐŝĞƐĂƌĞŵŽƐƚ
noticeable in the last stanza of the poem. The narrator tries to counter his present sense of 
tragedy with a distracting focus on the landscape outside the hospital, however this attempt 
at escape does not work. He remains as a static version of himself being tormented by the 
medical procedure. The narrator only escapes by imagining a vision of his future where he 




will be in control. As the poem switches from past to present in the last line, the narrator 
 ‘ĨŝŶĂůůǇ ?ǁŝĞůĚŝŶŐthe drill convinces the reader of victory over tragedy achieving narrative 
closure. Despite the fact that the narrator does not advocate any action which may be 
universally imitated, the action is what he would do, not necessarily what everybody else 
would, Bukowski exemplifies an experience, which may connect with whatever experiences 
another person may have. The poem in effect becomes an example of the avoidance of 
tragedy through action.  
 
The Bukowskian narrative is something which concerns itself with ways of acting  W  ‘ĂĐƚŝŶŐ ?
ĂƐŽƉƉŽƐĞĚƚŽƚŚĞŵŽĚĞƌŶŝƐƚŝĚĞĂŽĨ ‘ďĞŝŶŐ ? ?/ŶƵŬŽǁƐŬŝ ?ƐƉŽĞŵƐ ?ĐŚĂƌĂĐƚĞƌƐŚĂǀĞůŝƚƚůĞ
definition apart from basic descriptions. It is what the reader can gain through their actions 
which is of importance. ThĞƌĞĂůŝƚǇŽĨƚŚĞŝƌĞǆƉĞƌŝĞŶĐĞƐ ?ĂŶĚƵŬŽǁƐŬŝ ?ƐĞǆƉĞƌŝ ŶĐĞƐ ?ŐŝǀĞ
ŚŝƐƐƚŽƌǇƚĞůůŝŶŐŝƚƐǀĂůƵĞ ?DŽƐƚŝŵƉŽƌƚĂŶƚůǇƉĞƌŚĂƉƐŝƐƵŬŽǁƐŬŝ ?ƐƌĞũĞĐƚŝŽŶƚŚĂƚŚŝƐ
worldview, or that of his characters, represents salvation for anyone. Readers must 
reconcile all actions that take place in the narrative with themselves because the 
ƵŬŽǁƐŬŝĂŶƵŶŝǀĞƌƐĞŝƐƐŽŽĨƚĞŶƚƌŝǀŝĂůĂŶĚƐƵƉĞƌĨŝĐŝĂů ?ƵŬŽǁƐŬŝ ?ƐƐĐĞƉƚŝĐŝƐŵ ?ƵƐĞŽĨŚƵŵŽƵƌ
and irony means he neither takes himself nor his poetry too seriously. However inherently 
funny narrative poems such as big time loser are, they remain rooted in everyday 
experience. This particular poem tells of a confrontation aboard a train between the 
narrator and a couple, whose seats he has taken over. The lengthy argument occupies 
almost two thirds of the poem with all parties concerned, adamant it is their seat.  
 
 “dŚŝƐŝƐmy ƐĞĂƚ ? ?/ƚŽůĚƚŚĞŵĂŶ ? 
 “ŝƚ ?ƐďĂĚĞŶŽƵŐŚŚĞƚĂŬĞƐŵǇƐĞĂƚ ? ?ƐĂŝĚƚŚĞŵĂŶ 
     looking 
ĂƌŽƵŶĚ ? “ďƵƚŶŽǁŚĞ ?ƐƌĞĂĚŝŶŐŵǇZĂĐŝŶŐ&Žƌŵ ? ? 
I looked up at him, he was puffing his chest out. 
 “ůŽŽŬĂƚǇŽƵ ? ?/ƐĂŝĚ ? “ƉƵĨĨŝŶŐǇŽƵƌŐŽĚĚĂŵŶĞĚ 
ĐŚĞƐƚŽƵƚ ? ?
 “ǇŽƵ ?ƌĞŝŶŵǇƐĞĂƚ ?ďƵĚĚǇ ? ?ŚĞƚŽůĚŵĞ ?35 
 
The tension builds in the poem as the story is entirely driven by the extensive use of 
dialogue. The narrator is put out by being asked to vacate the seat, in turn, the couple is 
affronted by his refusal to do so and the characters quickly become divorced by attitude. 
The readiness with which the narrator jumps to self-ĚĞĨĞŶƐŝǀĞŶĞƐƐŝƐƵŬŽǁƐŬŝ ?ƐǁĂǇŽĨ
suggesting he, as well as the narrator, encounter opposition constantly in life and the 
expectation of confrontation has become the norm. The narrator only concedes when his 
attempt at self-assertion is undermined by other passengers siding with the couple, and he 
is forced to head to another carriage. There he realises he has made a mistake and the 
narrative irony takes over. 
 
I got up and walked to the next train car. 
there was my empty seat by the window and there was 
my Racing Form.36 
 
 ? ? ? 
 




I walked back to my car, sat down and  
looked out the window 
pretending to be interested in the land- 
scape, 
ŚĂƉƉǇƚŚĂƚƚŚĞƉĞŽƉůĞŝŶŵǇĐĂƌĚŝĚŶ ?ƚŬŶŽǁǁŚĂƚ 
the people in the other car knew.37 
 
Despite its sudden difference of mood, the poem never resorts to meditation. Only in the 
third stanza, afteƌƚŚĞŶĂƌƌĂƚŽƌ ?ƐƌĞĂůŝƐĂƚŝŽŶ ?ĚŽĞƐŝƚďĞĐŽŵĞĐůĞĂƌƚŽƚŚĞƌĞĂĚĞƌǁŚŽƚŚĞ ‘ďŝŐ
ƚŝŵĞůŽƐĞƌ ?ŽĨƚhe title is. Only after the moment the narrator sits down in his own seat, with 
the recognition of how wrongly he behaved, does the poem switch from dialogue to 
narrative, leading ƚŽƚŚĞůĂƐƚůŝŶĞƐ ?ĚĞƐĐƌŝƉƚŝŽŶŽĨƚŚĞĞŵbarrassment felt by the protagonist 
and his inability to satisfactorily merge back into the scene. But it is not the faithful retelling 
of a trivial argument or the contrast between actions and the suddenness of realisation 
ǁŚŝĐŚŵĂŬĞƐƚŚŝƐĂŶĞŶŐĂŐŝŶŐƉŽĞŵ ?dŚĞĂĐƚƵĂůƐƵĐĐĞƐƐŽĨƵŬŽǁƐŬŝ ?ƐŶĂƌƌĂƚŝǀĞůŝĞƐŝŶƚŚĞ
vitality in which life calls attention to its own potential for disconnection.   
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When trying to determiŶĞƚŚĞĐĂƵƐĞƐďĞŚŝŶĚƚŚĞŝŶĐƌĞĂƐŝŶŐƉŽƉƵůĂƌŝƚǇŽĨŚĂƌůĞƐƵŬŽǁƐŬŝ ?Ɛ
poetry and the specificity of its allure, the first points which need to be mentioned are its 
ƉĞƌŚĂƉƐŵŽƐƚƉƌŽŵŝŶĞŶƚƋƵĂůŝƚŝĞƐ PĂĐĐĞƐƐŝďŝůŝƚǇĂŶĚŝƌƌĞƉƌĞƐƐŝďůĞŚƵŵŽƵƌ ?ƵŬŽǁƐŬŝ ?Ɛ
inclusion of stories of human interest, which are often ironically funny to read, sets him 
apart from other poets of his time. The strikingly liberated aspects of his work continues to 
persuade a broad variety of native readers as well as international ones, while audio 
recordings of his poems such as The Laughing Heart by musician Tom Waits, have brought 
ƵŬŽǁƐŬŝ ?ƐǁƌŝƚŝŶŐƚŽĂŵĂƐƐĂƵĚŝĞŶĐĞƚŚƌŽƵŐŚĂĚǀĞƌƚŝƐĞŵĞŶƚƐĂŶĚĨŝůŵƐĐŽƌĞƐ ?ĂůƚŚŽƵŐŚ
sometimes in cannibalised forms.  
 
One reason for the enthusiastic readerly ƌĞƐƉŽŶƐĞƚŽŚŝƐƉŽĞŵƐŝƐƵŬŽǁƐŬŝ ?ƐĂďŝůŝƚǇƚŽ
highlight the spiritual and physical exploitation of American working-class individuals and 
the downmarket, but nevertheless engaging, world they inhabit. A wish for escape from the 
everyday, banal routines, societal morals, norms and expectations leads to poems filled with 
satirical critiques and farcical dramas. Bukowski aims to shed light on the often chaotic and 
spontaneous vibrancy of their lives, particularly when the reader can claim the 
companionship of a seasoned and knowledgeable narrator. It is this narrator who dwells 
ĂŵŽŶŐƚŚĞŵĂƌŐŝŶĂůŝƐĞĚ ?ƚŚĞĞǆĐůƵĚĞĚĂŶĚƚŚĞƉŽŽƌ ? ‘ƐůƵŵŵŝŶŐŝƚ ?ĂƐƚŚĞǇĚŽ ?/ƚĐŽŵĞƐĂƐŶŽ
ƐƵƌƉƌŝƐĞƚŚĞŶƚŚĂƚĂůŵŽƐƚĂůůŽĨƚŚĞĐƌŝƚŝĐĂůĐŽŵŵĞŶƚĂƌǇŽŶƵŬŽǁƐŬŝ ?ƐǁŽƌŬŚĂƐĨŽĐƵƐĞĚŽŶ
his portrayal of low-life existence. However, Bukowski should not be regarded as simply a 
poet of plebeian wretchedness. Instead, his crudeness must be viewed as a tool for exposing 
the fallacy of the American dream, of a life filled with liberty, where choices can be made 
ĂŶĚƐŽĐŝĂůŵŽďŝůŝƚǇŝƐƉŽƐƐŝďůĞ ?dŚŝƐ ?ŽĨĐŽƵƌƐĞ ?ƉƌĞƐĞŶƚƐĂĐŽŶƚŝŶƵŝƚǇŽĨǁƌŝƚĞƌƐ ?ĐŽŶĐĞƌŶƐ
throughout the history of American literature. As discussed in this thesis, BukowƐŬŝ ?Ɛ
concern for the aesthetics of the everyday reflects the poeƚ ?ƐŽǁŶǀŝĞǁŽĨŚŝŵƐĞůĨĂŶĚŚŝƐ
practice as a writer, including the selection of subject matter and his oppositional stance to 
established literary conventions. This rejection of academic as well as mainstream literati 
ĐĂŶďĞƐƚĞǆƉůĂŝŶƵŬŽǁƐŬŝ ?ƐƌĞůĂƚŝǀĞůy late entry to the world of poetry: he did not begin 
writing poetry until the age of thirty-five. Accordingly, the first part of his poetic career was 
lived out in relative obscurity through small press publications and chap books, with barely 
any critical attention and certainly no dependable income through his work. Bukowski 
however turned this potentially frustrating situation into advantage, permitting him to 
continue writing in and about his environs without the pressure from outside agencies, 
further enabling him to develop his idiosyncratic style. Throughout his poetry, Bukowskŝ ?Ɛ
objectives remain the focus on the mundane everyday, storytelling and the autonomy to 
compose poems on his own terms. This doggedly uncompromising stance to writing has 
been observed by contemporaries and critics alike, as Gerald Locklin suggests: 
 
 ‘ƵŬŽǁƐŬŝŚĂƐŶŽŝůůƵƐŝŽŶƐĂďŽƵƚŝŶǀŝƚĂƚŝŽŶƐƚŽƚŚĞtŚŝƚĞ,ŽƵƐĞ ?,ŝƐďŽŽŬƐĚŽŶŽƚ
even appear among the finalists for the Los Angeles Times Book Prizes. Thus, [ ?] 
permanently alienated from the literary establishment, Bukowski has no reason to 
compromise what may be the greatest freedom enjoyed by any published writer in 
ŵĞƌŝĐĂŶŚŝƐƚŽƌǇ ? ?1 
      




This independence as a poet empowers Bukowski to utilise language which some find blunt, 
crass and vulgar. But this is exactly the point. Bukowski aims to be shocking to the 
conservative, middle-class values of American society, with deliberate provocation designed 
to offend sensibilities, and he seldom cares about any affront he may cause. In works such 
as Independence Day, one of his later poems, Bukowski shows little restraint when an 
unemployed, alcoholic couple have a drunken argument: 
 
 ‘/ŵŝƐƐŵǇĐŚŝůĚƌĞŶ ? ?ƐĂŝĚƚŚĞ 
ǁŚŽƌĞ ? ‘/ǁŽŶĚĞƌŝĨ/ ?ůůĞǀĞƌ 
see ZŽŶŶŝĞĂŶĚ>ŝůĂĂŐĂŝŶ ? ?
 ‘ǁŝůůǇŽƵƐƚŽƉƚŚĂƚƐŚŝƚ ? ? 
/ĂƐŬĞĚ ? ‘/ŚĞĂƌĚƚŚĂƚƐŚŝƚ 
ĂůůůĂƐƚŶŝŐŚƚůŽŶŐ ? ? 
the whore began crying. 
I went to the bathroom and  
puked again, 
cracked a new can of ale and 
sat next to the whore 
in my bed. 
 ‘ĚŽŶ ?ƚŵŽƵƌŶ ?>ŝůůǇ ? ?/ƐĂŝd, 
 ‘ǇŽƵŐŝǀĞĂŐƌĞĂƚďůŽǁũŽďĂŶĚ 
ƚŚĂƚĐŽƵŶƚƐĨŽƌƐŽŵĞƚŚŝŶŐ ? ?2 
 
These lines, among many others littered throughout the poem, are designed to be harsh 
and exceptionally unsentimental, yet, there is an inherent humour present which is hard to 
ignore. The comedy may sit uncomfortably with the reader but the sheer absurdity of the 
ƚǁŽƉƌŽƚĂŐŽŶŝƐƚƐ ?ĞǆŝƐƚĞŶĐĞ ?ǁŚŽŝŶĐŝĚĞŶƚĂůůǇ ?ĚĞƐƉŝƚĞƚŚĞĂƉƉĂƌĞŶƚŵĞůŽĚƌĂŵĂƚŚĞŝƌůŝĨĞ
together is, have neither the inclination nor desire for change, does not fail to engage. In 
telling stories such as this one, Bukowski remains a calculatedly derisive poet. 
 
Another reason fŽƌƵŬŽǁƐŬŝ ?ƐƉŽƉƵůĂƌŝƚǇŝƐ, though he always exerts his self-determination 
to write as uncompromisingly as he likes, that his prolific output never overshadows his care 
and meticulousness of production. Nevertheless, Bukowski is not a lingering modernist 
aesthete, spending much time deliberating, taking years to complete a volume of poetry. His 
literary stance is ĚŝĨĨĞƌĞŶƚƚŽƚŚŽƐĞŽĨƚŚĞŵŽĚĞƌŶŝƐƚƐ ?ƵŬŽǁƐŬŝ ?Ɛcollections are all-
embracing, large, even overpowering at times, containing everything he produces, without 
any application of theme or chronology. They present a heavy mixture of existential 
concerns peppered with satire and social commentary, full of expressive characters and 
colourful locales. Bukowski also has no qualms about recycling material, happily repeating 
ideas, stories or anecdotes in poems  W some even have same or similar titles! Despite this 
tendency, Bukowski manages to extract an enormous amount of variety from limited 
subject matters. The reader never tires of the small number of recurrent themes: the futility 
of the working-class existence, the need for self-rule and the temporary nature of human 
ƌĞůĂƚŝŽŶƐŚŝƉƐ ?ƵŬŽǁƐŬŝ ?ƐĐŚĂƌĂĐƚĞƌƐůŝǀĞthrough their actions rather than their thoughts  W 
they exist by doing, not being. A remark by the poet George Baker illustrates Bukowskian 
ƚŚŝŶŬŝŶŐ P ‘WĞƌƐŽŶĂůůǇ ?/ŶĞǀĞƌŵĞƚĂŶŝĚĞĂƚŚĂƚŚĂĚůŽŶŐůĞŐƐ ?ǇĞůůŽǁŚĂŝƌ ?ĂŶĚĂƚĂƐƚĞĨŽƌ
whisky. Therefore I have very little time for ideas ?3. ƵŬŽǁƐŬŝ ?ƐƌĞĨƵƐĂůŽĨŝĚĞĂƐ ?ĂƐǁĞůůĂƐ




descriptions, in favour of actions underscore his narratives and highlight his desire for anti-
intellectualism. This is most apparent in his avoidance of sophisticated vocabulary as well as 
his refusal of aestheticism and political ideology in anything other than everyday-life-related 
terms4. Unsurprisingly, the anti-ŝŶƚĞůůĞĐƚƵĂůŝƐŵŝŶŚŝƐƉŽĞƚƌǇŚĂƐŝƚƐŽƌŝŐŝŶƐŝŶƵŬŽǁƐŬŝ ?Ɛ
own life. Although he did attend Los Angeles College, his writerly development happened 
unaided, except for vigorous, self-directed reading at the L.A. Central Library and ferocious 
practice. This image of the autodidact is one Bukowski repeatedly and vehemently 
emphasised throughout his career, insisting that intuitive and true-to-life writing, and its 
communication with the reader is preferable to careful, considered, intellectual 
composition. Many of his editors and publishers have commented on this, including Joe 
Wolberg of City Light Books: 
 
 ‘ ?ƵŬŽǁƐŬŝ ?ůŝǀĞƐĂŶĚ works by some semi-articulated strictures which he most often 
ƐƚĂƚĞƐŝŶƚŚĞŶĞŐĂƚŝǀĞ ?,ĞŚĂƐƐŽŵĞǀĞƌǇƐƉĞĐŝĨŝĐĂĚǀŝĐĞ ?ŽŶǁŚĂƚĂǁƌŝƚĞƌƐŚŽƵůĚ
ŶŽƚĚŽ ?/ĚŽŶŽƚďĞůŝĞǀĞŚĞŵĂŝŶƚĂŝŶƐĂŶƵŶƚƵƚŽƌĞĚŝŵĂŐĞ ?ŵĞƌĞůǇĂƐĞůĨ-tutored 
ŽŶĞ ? ?5 
 
In this sense, in this drive for autonomy and preoccupation with everyday mundanity, 
Bukowski lives for the story, the telling of which is, for him, the most important aspect of his 
work. He insists his writing is allowed to form itself aided by his experiences, that he 
sometiŵĞƐŵĞƌĞůǇ ‘ůŝƐƚĞŶ ?Ɛ ?ƚŽƐŽƵŶĚƐ[ ?] this way I can work it out pretty good, in a kind of 
black cave of my mind, making little quiet adjustments like a tailor ?6. This idea of a story 
teller quietly making adjustments in the re-telling of his own experiences and doing so 
committedly, lies in direct opposition to the persona often depicted in online fan art and 
social media forums, of Bukowski as a drunk chain-smoker, hacking away at his typewriter 
waiting for inspiration to strike. Despite the fact that there is obvious deliberation in his 
work, Bukowski nevertheless retains a sense of writing as therapy and the process of 
expelling daily experiences is as much of relevance to him as the narrative itself. This goes 
some way to explaining the feeling of compulsion and impulsivity in his poems and he 
ƌĞŵŝŶĚƐƚŚĞƌĞĂĚĞƌƚŚĂƚŚĞ ‘ǁƌŝƚĞ ?Ɛ ?ĂƐ/ƉůĞĂƐĞĂŶĚĂƐ/ŵƵƐƚ ?/ĚŽŶ ?ƚǁŽƌƌǇĂďŽƵƚĐƌŝƚŝĐƐŽƌ
style or fame or lack of fame. All I want is the next line as it truly comes to me ?7.  
 
/ŶĂůůŽĨƵŬŽǁƐŬŝ ?ƐǁŽƌŬƚŚĞƌĞƌemains an urgency to turn the ordinary, the everyday, the 
banal, into stories, using ordinary language to create something distinctive yet accessible. It 
is fair to say that his most successful poems are dispersed with a rawness and humour which 
energises his stories and renders them ultimately believable as well as entertaining. Fellow 
poet Randall Jarrell when discussing Wallace Stevens declares that to be a great poet one 
must be struck by lightning more than a dozen times8. Although consistent critical appraisal 
of Bukowski has only begun in the last ten years and is still in a state of development, it is 
feasible to say that Bukowski has written several poems which deserve to be called great. 
The Genius of the Crowd is only one such example, there are a dozen others which also 
deserve accolade: Ice for the Eagles; Dinosauria, We; The Laughing Heart; Twins; as well as 
the five poems written following the death of his then partner Jane Cooney Baker which 
warrant inclusion. There is a steadily growing interest within the American and European 
ĂĐĂĚĞŵǇŝŶƵŬŽǁƐŬŝ ?ƐƉŽĞƚƌǇǁŚŝĐŚŚĂƐƐĞĞŶƐŽŵĞĞŶŐĂŐŝŶŐĐƌŝƚŝĐĂůǁŽƌŬƐďĞŝŶŐƉƵďůŝƐŚĞĚ
since his death in 1994. An authoritative volume of uncollected poems has been published 
last year, illustrating his poetic voice and including manuscripts highlighting his development 




as a poet. This comes not before time as Bukowski scholars are starting to lead the way in a 
rejection of the extremely controversial and habitual, posthumous over-editing practised by 
ƵŬŽǁƐŬŝ ?ƐůŽŶŐ-standing editor and some-time publisher John Martin in favour of a return 
to original materials. Although Bukowski is difficult to categorise, his work has become 
associated with the term post-modernism, in itself a loaded concept, which is usually 
reserved to classify avant-garde movements. The fact that he was prolifically active from the 
 ? ? ? ? ?ƐŽŶǁĂƌĚƐŵĞĂŶƐŚŝƐŶĂŵĞĐĂŶŽĨƚĞŶďĞĨŽƵŶĚŐƌŽƵƉĞĚƚŽŐĞƚŚĞƌǁŝƚŚƚŚĞĞĂƚƉŽĞƚƐ ?
He may be of the same company, but he certainly cannot be classed as one of the Beats. 
Bukowski is of a different generation, actually and figuratively. He clearly owes much to 
predecessors such as William Carlos Williams, although ultimately, his poetry moves away 
from modernism in his use of narrative as well as the everyday, which lies in direct 
opposition to modernist meditative stillness. There is still a way to go in categorising 
Bukowski, if this may indeed be possible.  
 
ĞƐƉŝƚĞƚŚĞĞŵĞƌŐŝŶŐŝŶƚĞƌĞƐƚďǇĂĐĂĚĞŵŝĐƐ ?ƵŬŽǁƐŬŝ ?ƐƌĞƐŝĚĞŶĐĞƌĞŵĂŝŶƐǁŝƚŚĂŶĚŝƐ
sustained by popular culture, as his work almost effortlessly lends itself to cinematography 
and film-making. European directors such as Jean-Luc Godard and Marco Ferreri have 
incorporated his words into their work. Bukowski himself wrote the screenplay for Barfly, a 
film which received international attention during the last decade of his life and, most 
recently, the television series Californication bases its main character of Hank Moody 
directly on BukowsŬŝ ?ƐůŝƚĞƌĂƌǇĐŚĂƌĂĐƚĞƌ ?ŚŝƐalter-ego, Hank Chinaski. This easy relationship 
ǁŝƚŚƉŽƉƵůĂƌĐƵůƚƵƌĞŚĂƐŽĨƚĞŶďĞĞŶƵƐĞĚĂƐĂŶĂƌŐƵŵĞŶƚƚŽĚĞďĂƐĞƚŚĞǀĂůƵĞŽĨƵŬŽǁƐŬŝ ?Ɛ
work, specifically his poetry. To some extent, it appears reasonable to see why. The 
Bukowskian narrator is an individualistic, no-nonsense, tough-guy, the kind of hard-boiled 
character famously associated with American culture, to the point where this type of 
persona has gained mythological status. If the entire focus remains on this almost 
cartoonish figure, it becomes very easy to dismiss Bukowski as a fluke poet. This decision 
however is rash and undeserved and completely overlooks his ability to engage in deeper 
issues such as the working-class realities of poverty and life in a capitalism society. 
ƵŬŽǁƐŬŝ ?ƐĐŚĂƌĂĐƚĞƌƐĂŶĚŶĂƌƌĂƚŽƌƐĂƌĞĞǆĂŐŐĞƌĂƚĞĚ ?ďƵƚŶĞǀĞƌƚo the extent that the 
stories he tells become implausible. His insistence on everyday experience ultimately means 
Bukowski is a writer with a serious purpose, someone who delves beneath the farce and 
comedy to highlight an everyday life full of struggle which is yet vibrant and exhilarating.  
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